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ABSTRACT
Katherine Paige Farrington
PLACE-AS-MEDIUM: TOWARD A SHARED AUTHORSHIP OF PLACE

This dissertation establishes a new philosophical framework to understand, evaluate, and
champion a category of art practice appearing in the world that I call “place-as-medium.” I will
argue that place-as-medium reshapes horizons of knowledge by the way it changes the way we
think as the activity of “thinking through place.” Chapter one sets up place-as-medium as an art
practice that goes beyond metaphysical thinking in the artworks of Alfredo Jaar. Chapter two
demonstrates how Jaar uses place-as-medium as an artistic strategy that gathers things together
and brings them into appearance spatially through art forms-as-thinking gestures, defining
“boundaries of place.” Chapter three considers dOCUMENTA (13), an expansive international
exhibition of art organized by artistic director Carolyn Christov-Bakargiev in 2012 as a thinkingartistic-praxis. The central investigation is the exhibition’s play with spatial, temporal, and
historical dimensions of art as ways to reconfigure conditions of place. Chapter four looks at the
function of hospitality in three art projects that occurred around the Occupy movement in 2012;
and determines which ones operate through place-as-medium. Chapter five looks at the topic of
authorship, leading to the conclusion that place-as-medium presents new opportunities for art to
enact a shared authorship of place.
Keywords: contemporary art, place, space of art, ontology, time/space, Jacques Rancière, Gianni
Vattimo, Martin Heidegger, Carolyn Christov-Bakargiev, dOCUMENTA (13), Alfredo Jaar,
Theaster Gates, Thomas Hirschhorn, John Preus
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INTRODUCTION
Place-as-Medium: An Introduction
Things appear in space as belonging together.
– Andrew J. Mitchell, The Fourfold (2015)
This dissertation establishes a new philosophical framework to understand, evaluate, and
champion a particular category of art practice appearing in the world whose primary medium, it
can be said, works through the aesthetics of place. I call this mode of artistic production “placeas-medium.” The projects presented in the chapters that follow find ingenious art forms to embed
in the world to change the ways we relate to each other by bringing us together in the activity of
“thinking through place,” a concept that will be developed throughout the text. Their aim is to
deepen our belonging to place, and they succeed in reshaping the world, each according to the
new forms they bring into being that ask us to think through them together. Examples include
making visible an otherwise invisible homeless population by reactivating the city hall as a
distress signal, redefining a war-torn city as an art city by turning a bombed out building into an
avant-garde cinema that is visited by tens of thousands, opening up a perceived elitist cultural
institution to include a broader public by welcoming newborns from across the city’s vast
hospital network with life-time memberships, and creating a gathering spot in an art school that
lacked it before in order redefine belonging, among others. These artworks come in many forms,
from a string of billboards across a vast archipelago of islands, to the complex material form and
conceptual framework of two international art exhibitions, to months-long community projectsas-artworks. The very scope and ambition of these artistic projects warrants attention. While it is
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true that the rules of art are constantly being rewritten, today it can be asked, what happens when
artists shift their mission from “changing the world” to “changing the conditions of thinking”?
In the pages that follow, I will make a case for place-as-medium as an artistic strategy. I
will argue that place-as-medium reshapes the horizons of knowledge by the way it changes the
way we think through them. In philosophical terms, the horizon of knowledge laid out by the
new art forms that use place-as-medium demarcate boundaries of meaning as the very issuance
of possibility: a beginning and not an end. In artistic terms, the boundary is defined by the
activity of interpreting that form in the broadest sense. The artistic forms discussed here do not
serve as agents of inclusion or exclusion, however. Rather, as place-as-medium, they open up the
space of possibility in powerful ways as structured art events in the ongoing activity of belonging.
The arc of the narrative takes up a number of threads that offer different ways to identify and
understand place-as-medium as a distinct mode of art making. Different philosophical
frameworks support the argument along the way, including metaphysics, art theory,
hermeneutics, epistemology, and ontology. The topics are: “thinking through place,” “boundaries
of place,” “the play of places,” “failures of place,” and, finally, the “shared authorship of place.”
The increasingly visible public artworks that operate through the medium of place have
certain characteristics. First of all, their modes of production break from traditional rules of
representational art. As such, they ask viewers to think through them within the experience of
place. Another striking commonality is that, although there is an active engagement with
localities, such projects are distributed through mechanisms of the art-world to global audiences,
expanding cross-cultural sharing and a radically expanded sense of “belonging” to place. It can
also be said that these works are spatial in nature. Their spatiality rests in that they operate in an
“opening” way within the public imagination: the artworks appear in the existing landscape and
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disrupt ordinary life. Their disruptions open up opportunities for redefining relationships across
many layers of connection. Place-as-medium artworks create the space of possibility for shared
authorship of place.
The art projects that are the subjects of this dissertation ask us to change the way we
think, not individually but together. Chapter one contrasts two modes of artmaking by the New
York based, Chilean artist Alfredo Jaar, first in his well-known artwork, The Eyes of Gutete
Emerita (1994) from his Rwanda Project (1994-1998) that shows the limits of representation
through the ethical problem of picturing genocide. From there, we trace how Jaar moves towards
a different strategy in artmaking to bring awareness to tragedies like the Rwandan genocides as
appearance and not representation. The concept of “thinking through place” is developed by
drawing on aesthetic theories of Jacques Rancière, Hans-George Gadamer, Gianni Vattimo,
Immanuel Kant, and Martin Heidegger. Rather than asking us to think through representational
thinking, place-as-medium artworks activate a specific kind of shared activity of aesthetic
interpretation that goes beyond subjective thinking alone. We raise Rancière’s delineation of
three regimes of art (ethical regime of images, representational regime, and aesthetic regime) and
consider its formulas with the additional layer of hermeneutics laid out by Gadamer and Vattimo.
The move to place-as-medium allows the experience of interpretation to be grounded in the
aesthetics of place as a twinning of subject and subject-in-relationship to place, a concept
developed more fully in chapter three. In a second layer of analysis, we test this theory further by
reframing Kantian aesthetics to understand why place-as-medium sets up thinking through art as
distinct from metaphysical thinking. The final section considers Heidegger’s ontological
framework as what Australian philosopher Jeff Malpas calls topological thinking as the
methodology for considering place-as-medium. In chapter two of Heidegger and the Thinking of
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Place, for example, Malpas writes: “Heidegger’s own work cannot adequately be understood
except as topological in character, and so as centrally concerned with place – topos, Ort,
Ortschaft” (43). It is necessary to dig beyond metaphysics and approach the projects we are
considering in the dissertation ontologically as “thinking through place.”
In the second chapter, the study turns to Heidegger’s late writings on art and space to
propose that place-as-medium is an artistic strategy that brings things into appearance spatially
as “boundaries of place.” Chapter two starts with an analysis of Heidegger’s1969 essay Art and
Space in its origination as an aesthetic/philosophical collaboration with the sculptor Eduardo
Chillida. The text reframed as art allows us to anticipate place-as-medium as a more elaborate
aesthetic/philosophical praxis of “thinking through place.” Leaving the critique of representation
behind, and thus the metaphysical framework of modern scientific-technological thinking
identified by Heidegger, Jaar’s three public interventions we turn to in the chapter, Dear Markus
(2004), Music (Everything I know I learned the day my son was born) (2013), and The Skoghall
Konsthall (2000), put us in touch with how we fit into world by putting us in touch with what
they gather together in the making of their artwork’s form. Anything that “touches” the artwork’s
“boundary of place” does so as an exchange, and no entity is left unchanged. The touch, as we
will see, happens as an interactive radiation of communication within the enigmatic space of art:
the subject and the subject joined with others. We make the case for place-as-medium in Jaar’s
three public interventions by applying three of the distinct operations of topological thinking in
Heidegger’s Art and Space essay: “clearing,” “gathering,” and “sheltering.” Once we have
developed a framework for understanding place-as-medium categorically, we can then turn to
chapters three and four to explore new ways to understand place-as-medium in the context of
contemporary artistic practices.
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The subject of chapter three is dOCUMENTA (13), an expansive international exhibition
organized by artistic director Carolyn Christov-Bakargiev from 2012. We build on the
Heideggarian call to rethink the “task for thinking” introduced in chapter two to consider the
contemporary exhibition itself as a thinking-artistic-praxis. We build on frameworks introduced
previously to examine what I call “the play of places” in Christov-Bakargiev’s ambitious
undertaking to stage her event across four continents in four cities and across time itself. The
central investigation is the exhibition’s play with spatial, temporal, and historical dimensions of
art as ways to reconfigure conditions of place. The aim is to understand the exhibition as an
artistic phenomenon in its own right by focusing on the way the exhibition “thinks through” four
specific conditions that can be applied to anything, including artworks: “on stage,” “under siege,”
“on retreat,” and “in a state of hope.” In the case of dOCUMENTA (13), the entire event of the
100-day exhibition asks participants to think through the four conditions that Christov-Bakargiev
has devised by putting different cities and artworks under different conditions in communication
with each other. Each condition is analogous to a different of experience of time – for example,
“on stage” is continuous present whereas “under siege” is time arrested. As an event, thinkingthrough a “play of places” (a concept developed in chapter three) is accomplished as a complex
aesthetic thinking gesture (a philosophical praxis) in which thinking itself can shift conditions of
reality across the artworks, the cities, and in ourselves. We examine Christov-Bakargiev’s
philosophical praxis in three manifestations, first in the collaborate design of “provisional
thinking” in 100 Notes – 100 Thoughts, a series of successively commissioned texts by agents
and artists of dOCUMENTA (13) in the three years preceding the exhibition. The second project
is the One Hotel, instigated by Mexican artist Mario García Torres’ search for Italian artist
Alighiero Boetti’s hotel venture in Kabul, Afghanistan dating to the 1970s that help establish the
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spatial/temporal dimensions of the thinking gesture of dOCUMENTA (13). The third is
Christov-Bakargiev’s central curatorial collection of objects entitled Brain at the entry point of
the exhibition. Christov-Bakargiev’s Brain of dOCUMENTA (13) re-configures time and space
on its own terms to create new conditions that cause the event as a whole to produce a kind of
shared thinking through place proposed in the previous chapter. Christov-Bakargiev has
succeeded in designing an artistic gesture of provisional thinking in dOCUMENTA (13) that is
an answer to Heidegger’s call to move beyond philosophy and implement a new task for thinking
beyond metaphysics. The chapter concludes with a look at some of the projects that operated
within the aesthetic framework of the exhibition.
The next chapter, chapter four, diverges somewhat to look at the function of hospitality in
three art projects that occurred around the Occupy movement in 2012 that all use the tent as their
aesthetic form. Place-as-medium is considered by examining the function of hospitality in three
examples of political art produced in the context of the worldwide political protest movement
known as Occupy that swept the world after the financial collapse of 2008. The first project, set
in or as a traditional ceremonial Bedouin tent for serving tea, is Dining in Refugee Camps: The
Art of Sahrawi Cooking (2012) by American artist Robin Kahn and the Cooperative of the
National Union of Women from the Western Sahara. Because the artwork is one of the invited
projects dOCUMENTA (13), we consider it as part of Carolyn Christov-Bakargiev’s curatorial
design for thinking as a “play of places.” The project utilizes place-as-medium through the
practice of Sahrawi hospitality to think through conditions of occupation in a different way than
the other two projects of the chapter that are different tent encampments connected to the
Occupy movement: first, an unsanctioned encampment that spontaneously appeared inside
dOCUMENTA (13) called “dOCCUPY;” and second, the 7th Berlin Biennale, also from 2012
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that was known as “the Occupy Biennial” because it brought political activists from around the
world to live in an “occupy” encampment inside the central exhibition hall over the three-month
run of the biennial. We compare philosopher W. J. T. Mitchell’s analysis of Occupy as a
figure/ground problem of foundational sites with Hannah Arendt’s writings about the occupation
of public space. We track how the artists and activists who staged dOCCUPY and the Polish
curators of the 7th Berlin, Artur Żmijewski and Joanna Warska, contended with the effects of
hospitality on conditions of political occupation of public space to shine light on place-asmedium art practice.
The final chapter looks at the topic of authorship in art to see how place-as-medium
enables “shared authorship of place.” I examine three contemporary art projects by artists
Theaster Gates, Thomas Hirschhorn and John Preus that all involve collaborative participation.
The projects are: The Huguenot House (2012) at dOCUMENTA (13) in Kassel, Germany;
Hirshhorn’s Gramsci Monument (2014) in the Bronx, New York; and Preus series The Beast in
its two iterations: in the Hyde Park Art Center in Chicago in 2014, at Montserrat College of Art
in Beverly, Massachusetts in 2018. The chapter starts with a survey of a philosophical question
of authorship in literary and art theory. The critical issues of participatory art, we will see, are not
necessarily transportable to place-as-medium, however. The Huguenot House is considered in
the “play of places” of dOCUMENTA (13) through its expression of what Giorgio Agamben
calls “Supreme Music.” Hirshhorn’s Gramsci Monument is presented through the artist’s
assertion of what he calls “unshared authorship.” Preus’ The Beast, in its first incarnation in
Chicago constructed out of discarded furniture such as desks, chairs, and black boards taken out
of closed elementary schools in the Hyde Park area in Chicago’s South Side due to families
moving out of the troubled district; and in its second incarnation at Montserrat College of Art in
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Beverly with chunks of three wooden boats. We discover why Preus’ Beast project utilizes
place-as-medium by revisiting W.J.T. Mitchell’s figure/ground problem from chapter four. To
search for the appearance of place – and to see how authorship is tied to that appearance –
requires formalized concepts and categories of socially engaged art identified through shared
“thinking through place.” The shared authorship of place as a driving force of art allows for the
strongest possible means for reshaping existing conditions of place. The establishment of the
philosophical praxis of place-as-medium, therefore, opens up a new task for thinking that leads
us towards a shared authorship of place.
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CHAPTER ONE
Thinking Through Place: On Alfredo Jaar
We never come to thoughts, they come to us.
– Martin Heidegger, “The Thinker as Poet” (1947)

Above all else, the mode of art under consideration – place-as-medium – demands a shift
in the way we think through the artwork. This chapter presents a framework by which to
understand how the place-as-medium artwork sets up thinking in different ways than other types
of artworks or public art projects. Our goal is to show why the task of transforming the role for
thinking is at the heart of the matter. I will map out the distinction through a case study of the
internationally renowned artist Alfredo Jaar. The content of Jaar’s far-reaching work addresses
such topics as injustice towards immigrant populations, political apathy in the world press, and
the high cost of violence of war and genocide. I examine a pivot in Jaar’s career that begins with
projects that critique society’s relation to the image, to a move in his practice of public
interventions that capture and harness the essence of the places where they are staged. The public
interventions are no longer about seeing art reflectively; they are about reshaping the fabric of
the world outside an exclusive art space. Tracking Jaar’s oscillation between these two modes of
artmaking allows us to unfold a theory of “thinking through place” for place-as-medium art
practice.
The chapter extends the work of two philosophers who address Jaar’s artworks in their
writings, Jacques Rancière and Gianni Vattimo. Interestingly, both philosophers develop their
theories in part by analyzing the same artwork by Jaar, The Eyes of Gutete Emerita (1994). The
artwork is the most iconic work from Jaar’s six-year Rwanda Project (1994-2000) that produced
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twenty-one artworks in total as atonement for the international community’s inaction towards the
devastating genocide that happened in that East African nation over about 100 days in 1994.1
Rancière considers Jaar’s artwork through issues of spectatorship and art’s capacity to reimagine
equality. Vattimo reads Jaar’s work on a hermeneutical/ontological register. I address both
positions and offer a fresh reading of The Eyes of Gutete Emerita in relation to Jaar’s move to
place-as-medium. I will show the ways in which both Rancière and Vattimo take us in the right
direction in understanding the promise of place-as-medium as a mode of artistic practice, even if
their critiques are limited in their own ways. I will show why their philosophical frameworks
cannot fully account for place-as-medium because they have not considered artworks that
operate through the medium of place.
The overview of the two approaches helps to show how place-as-medium art practice
invites “thinking through place.” More than an internal mental exercise, aesthetic thinking in
place-as-medium art stretches the limits of the subject/object construct provided for in existing
metaphysical and counter-metaphysical aesthetic theories. Place-as-medium requires
externalizing thinking to a relationality more complex than the inter-subjective dialogue between
artwork and viewer alone. The distinction is in the positionality of thinking within a boundary of
place. The artwork opens up a space of possibility for transforming positionality of relations.
While Rancière’s political aesthetics shows art’s power to reveal the partitioning of the sensible,
and Vattimo’s aesthetics point to world-making as art’s claim to truth, reconstructing aesthetic
philosophy for place-as-medium presents an opportunity to consider the ground of thinking as a
creative frontier. The new role for thinking has already been opened up for us by the artists like
Jaar who are already utilizing place-as-medium to make art. Once we establish how place-asmedium artworks open up a role for thinking, that is to establish different value sets in the
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making of meaning, it is possible to look more deeply into the distinct mechanisms of “thinking
through place” in chapter two.

1.1 Defining “thinking through place”
“Thinking through place” is a prepositional type of aesthetic thinking.2 Thinking through
any artwork lands us into a space of extended contemplative activity that brings together the
faculties of understanding, reason, and imagination. Additionally, to contemplate art is to have
access to the past, present, and future. The function of thinking through an artwork is the
grammatical equivalent to a gerund that detaches the function of a noun from its fixed position
with the addition of an “-ing.” Like a gerund, a seemingly static art object is set perpetually into
a state of incomplete action because of how it is made; at least that is how it plays on our
thinking. Place-as-medium artworks change the very form of how “people, places, and things”
act relationally by reconfiguring their forms of belonging to each other in their shared
participation in a poetical altering of space in art. The artistic form brings into play an event far
more complex than socially engaged art practices such as those that have been codified by the
theorists Nato Thompson, Claire Bishop, and others.3 Indispensable is the geography of the
landscape when something as complex as a city, or an ecosystem, or a culture is re-established at
an originary level of thinking.4 Like a distressed ship out at sea that must be fixed with what is at
hand, the new world opening up is just a retooling of what it has always been, just with different
uses.
“Thinking though place” as presented in this dissertation requires an expansive view of
the question, what is thinking? Once a person becomes involved in aesthetic thinking, their
natural state of self-involvement falls away. An artwork is something out of the ordinary, and art
subjects the mind to an open-ended play of possibilities through its innate capacity to take us out
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of ordinary life. A philosopher who is aligned with this position is Hans-Georg Gadamer, a
student of Heidegger. Gadamer proposes that aesthetic consciousness involves an activity of
inter-subjective thinking as a shared venture within the give-and-take action of interpretation.
There is an overlap in hermeneutical thinking between the thinking subject and the concrete art
object.
It is easy to understand subjective thinking, but how does an artwork think? Gadamer
explains: “[an] aesthetic object is not constituted in the aesthetic experience of grasping it, but
the work of art itself is experienced in its aesthetic quality through the process of concretization
and creation” (Vattimo xviii). In an expansive way, thinking is enmeshed in the world of the
artwork’s ongoing revelation of itself in its concrete and historical reality. When the artwork is
place-as-medium, all entities that already exist in the world that are brought together in the
artistic event and participate in that interpretive give-and-take within the place-aesthetic. The
power of place-as-medium is its potential to expand the interpretive space to include a larger
world of myriad entities by tapping into a more originary thinking than that established in
metaphysics.
What is often overlooked is how an artwork’s form sets up a particular form of thinking
activity. Grammatically, as mentioned before, thinking through artworks in general is an activity
where an object is in a state of ongoing action. All aesthetic phenomena can be seen as a
conversation in this way, traveling from form to event. It is up to the artwork to set up whatever
distinct thinking activity its form instigates. In painting, for example, a pictorial space opens a
window to a world that we can consider beyond the one in which we find ourselves. Words such
“seeing,” “reading,” “contemplating,” or “imagining” come to mind as descriptive of the
interpretive activity that is set up by the painting. Sculptures invite “walking around.” Videos

13
call for “watching,” or, in the case of a 9-channel video installation for example, the positioning
of the various screens invites “walking around and watching.”5 The act of everyday thinking is
elevated into a state of ongoing dialogue between the artistic form and a subject’s interpretation
of that form where the person is caught up in the world of the artwork that sets up for us a
particular experience of thinking. One of the significant followers of Vattimo’s work,
philosopher Santiago Zabala, says art is an “interpretation of a formed idea that recovers its
formation” (xix). If it is the case that artworks are formed as ongoing events, then the
interpretation of an artwork formed by place-as-medium is in process by design. The act of
interpretation is spatial because interpretation does not occur outside the event. In other words,
the recovery of the formed idea of place-as-medium is also in the process of producing a unique
thinking gesture in the space of art through the artistic form. Because the seemingly static art
object is perpetually in a state of uncompleted action, art’s very involvement with everything it
catches in its world is its source of energy. Place-as-medium allows a person to be caught up in
the artwork’s world while being situated in the real world through involvement with the very
energy that opens a space for aesthetic thinking, a process investigated later in the dissertation as
“twinning.”
Any artwork helps determine how a person is caught up in its world. Artworks configure
time and space at the same time as becoming concrete expressions of a moment in time. In
general, events arise as form, like a bird setting off in flight. In contrast to mimetic or selfreflective strategies that are generally at play in painting, sculpture, video, or installation, etc.,
however, the varieties of interpretive actions set out by place-as-medium are as endless as the
gestures of nature. In place-as-medium, we see a similarly limitless possibility of different
formulations of thinking. Vattimo names the moment of an artwork’s impact on thinking as Stoss,
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or quake. As Stoss, an artwork “suspends in the reader all natural relationships, making strange
everything that until that moment had appeared obvious and familiar” (152). The possibilities are
limitless when an artwork lifts us out of the moment of our lives into an ongoing event of
aesthetic thinking. Place-as-medium amplifies the collective involvement of sets of entities
getting caught up in each other within the aesthetics of place, setting up an encounter not only
between viewer and artwork, but also as an experience of place – which always is singular.
Thinking through place stretches horizons of knowledge, produces new knowledge, and reforms
ways we connect to each other. As has been already said, aesthetic thinking is always connected
to the aesthetics of place; its dynamic form is just a matter of what shape that thinking activity
takes because of the artist’s choice of form.
Place-as-medium opens the field of art as a new task for thinking, a call for which
Heidegger threw the gauntlet down in his late essay from 1964, “The End of Philosophy and the
Task for Thinking.” In the essay, the philosopher writes: “The task of thinking would then be the
surrender of previous thinking to the determination of the matter of thinking” (Basic Writings
449). Heidegger’s essay points to the role of thinking at the completion of metaphysics that
began with Western philosophy with Descartes’ cogito ergo sum (“I think therefore I am”) that
puts the thinking subject (“I think”) in the central position of the task for thinking. In his book
Early Greek Thinking, Heidegger identifies the fundamental position of Descartes’ metaphysics
as representational thinking: “to be is at once to be represented, or esse = percipi” (80). The
whole formulation of the modern world is grounded in the subject/object framework captured in
Descartes’ formula of subjective thinking that began with the School of Athens twenty centuries
before. Heidegger anticipates a point where humanity will want to exit a model of subjective and
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objective reasoning of Being as a “world picture” at the point it is understood that the model is
no longer sustainable.6
Heidegger exhorts us to find a new task for thinking once the technologized sciences
have completely usurped the role for thinking as a “cybernetic function” that “denies any
ontological meaning” (Basic Writings 435). That time is now. In a world where artificial
intelligence is more and more setting our lives into a forecasted future based on massive sets of
computer-generated data sets that we have authorized, it is no wonder that, as contemporary
artist Hito Steyerl says in her 2021 Wasserman Forum lecture at MIT, we find ourselves stuck in
a “unsettling present.” The new task for thinking is to move beyond calculative thinking whose
ultimate expression is an algorithmic future/present, into a place where ontological meaning can
be rediscovered beyond the needs of human subjectivity alone. Place-as-medium offers a way to
settle into the present on new terms, through a renewed sense of caring-for-each-other.

1.2 Signaling distress and the place of utopian thought in Alfredo Jaar’s Lights in the City
In order to begin to explain the expansiveness of place-as-medium through the shaping of
poetic thinking through place, we turn to the work of Alfredo Jaar. Jaar is an artist of place. Born
in Santiago, Chile in 1956 and now working and living in New York, Jaar has been invited to do
many significant projects across the globe, in places big and small. The artist has created
permanent memorials to atrocities and disasters in his native country, as well as in Argentina,
Rwanda, and Japan. Jaar is also a self-described political artist. His work often confronts and
addresses social trauma and tragic histories. Jaar understands deeply the importance of form in
art. His strength as it concerns this study is that he grasps an essential aspect of place (its history,
location, social reality) and creates an artistic form that has the capacity not just to critique
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political or social realities, but also to understand how those political or social realities are tied to
place. The thinking-through-place that happens with Jaar’s public interventions is the entry point
for establishing the characteristics of place-as-medium art practice.
Jaar’s artistic practice consists of three components: (a) making art for exhibitions and
permanent installations, including memorials; (b) teaching; and (c) staging public interventions.
Jaar has utilized a diverse array of materials in his projects, including balloons, passports, a
mechanical diorama, architecture, photo slides, photographs, video, and sound. His studio is an
artistic research studio, in which fabrication of materials and forms are carried out alongside indepth research activity. His assistants help him gather data, anecdotes, and history on the places
where he is invited to create works. In order to accept a project, Jaar insists – in almost all cases
– on the artistic freedom to develop his ideas based on an extended engagement with the location,
involving numerous site visits without a fixed timetable. He gets to know a place in these visits,
but it is the combination of direct experience and in-depth research that helps him to best grasp
the conditions of place. For example, after a reconnaissance trip to Algiers in 2012, Jaar writes:
“My objective is to discover what I call the ‘essence’ of a place. I reach that critical moment
after a long process of accumulation of information. Only then I find myself ready to articulate
some ideas about a place, and perhaps create a work” (Milliard). This process is a slow one;
often taking years, and the artist will wait until something comes to him as that essential form
that enables a poetics of place to emerge in the work. In this way, Jaar has become a master of
form within this emergent field of utilizing place as a medium in contemporary art practice.
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Figs. 1, 2, 3. Installation views: Alfredo Jaar, Lights in the City (1999), Montreal, Canada,
showing lights in the cupola of La Marché Bonsecours (Old City Hall) (left); instructional poster
with cellphone-activated button inside the homeless shelter, La Maison du Père, that activates the
light in the cupola (center) and (right).
The first Jaar piece we consider is Lights in the City (1999), a public art project that Jaar
installed in Montreal’s historic center on January 1, 1999, in the prominent and oversized cupola
atop the massive Marché Bonsecours building, a Public Market that was originally the Old City
Hall. The Old City Hall was first built in 1874 and was nearly destroyed by fire at least five
times, the most dramatic of which happened in 1922. The building with its iconic cupola is a
symbol of resiliency that has defined the character of the city. When Jaar was invited by a
cultural institution to do the project, he had no idea what to do until, after many trips, he was on
site and noticed trucks going in-and-out of non-descript doors nearby. When he learned that the
trucks were delivering food, he investigated further and found out that there are, in fact, three
homeless shelters within a block of the Marché Bonsecours. That revelation led him to look at
the entrenched problem of homelessness in Montreal. He had found something essential about
that place that he had not seen before. In a remarkably simple formal solution for the project,
Jaar installed an 80-kilowatt red light in the cupola of the building, which would turn on if called
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by any of the three cell phones installed in each of the shelters, with the instruction that any of
the guests could call the number if they felt that they were under distress (see figs. 1, 2, & 3).
The red light began blinking on and off well into the nights. When the cupola of a city hall
becomes a distress signal for the homeless, that light draws together the city through its
knowledge that the beacon is connected directly to people living in the shelters. No one who
knows about Lights in the City is spared from facing the issue. While a person may not be
responsible for the problem, in this artwork, all are accountable.
Jaar invites his audience to think through the project on three registers. First, he asks
viewers to see the artwork as a photograph; second, as a threat of fire; and third, as a utopian
thought (Issole). These registers will be discussed further in the chapter in relation to the
aesthetic theories of Rancière and Vattimo, but preliminarily, of these designations, the third,
“Utopian Thought,” falls into the category of “thinking-through-place.” Jaar writes of utopian
thought:
Eventually all the shelters for homeless people in Montreal could be wired and connected
to the Cupola. This way, a major landmark and historical monument in the city would be
acting as a non-stop lighthouse, producing endless, painful distress signals to society.
With enough media coverage and public outrage and support triggered by these ongoing
distress signals, homelessness could be completely eradicated from Montreal. (Issole)
Because the artwork is situated in a landmark that culturally unifies Montreal for all of its
residents and visitors, thinking through the artwork involves thinking through the ways in which
one belongs to the city. When thinking through the project on Jaar’s third register of utopian
thought, a person, becoming accountable, cannot have a purely subjective thought. Thinking
through “signaling distress” in Lights in the City is becoming accountable in a state of belonging
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with others through the sharing of the same gesture of thinking.
The artwork moves beyond representation to create the space of possibility by creating a
space for communal thinking. In the example already given, when the red light is activated in the
cupola via cell phone from nearby homeless shelters, the intermittent light is not a representation
of homelessness – it is an opening to be part of the signaling distress by members of the
homeless population. The city either responds or it does not. The problem is no longer someone
else’s. In the case of the Montreal project, the mayor at the time shut down the project after six
weeks because of how upsetting it was to the general public. Op-eds were written and the work
came down. Jaar remarked: “We wanted the Cupola to become a permanent monument of shame,
and other shelters wanted to join us and get connected, but six weeks later the mayor canceled it.
Like all of my projects, it failed” (Contemporary Art). It is clear to see that Lights in the City is
different from art that works through representation such as a photo essay of homelessness in a
gallery, for example. Inside the poeticized space of Lights in the City, a person enters a form of
thinking that is signaling distress. The artwork is not about seeing something in a new way, it is
about belonging to the signaling distress along with others. This is the kind of expansion of the
shape of activity of aesthetic thinking that place-as-medium offers. The transformation of the
role of thinking in place-as-medium is an answer to Heidegger ‘s call to move beyond
representational thinking in “The End of Philosophy and the Task of Thinking.”

1.3 Jacques Rancière’s theory of the unrepresentable and Gianni Vattimo’s claim to truth
in Alfredo Jaar’s The Eyes of Gutete Emerita
The turn to place-as-medium, for Jaar, in large part, emerges out of his critique of the
image. The critique of the image is also the central device in his six-year engagement with the
Rwandan genocide.7 In work from Jaar’s Rwanda Project that we are examining, The Eyes of

20
Gutete Emerita (1996), an artwork of two side-by-side photographic framed prints mounted on
lightboxes that show two eyes of a woman, taken from a photograph made by Jaar. By reading
an accompanying text, we learn that Jaar has met the woman whose name is Gutete Emerita in a
refugee camp with her very young daughter in a state of trauma, having recently witnessed the
slaughter of her son, her husband, her parents, and her whole church community at the site of one
of the most horrific massacres of the Rwandan genocide.
The Eyes of Gutete Emerita lives at the heart of Rancière’s theory of the unrepresentable
image.8 In general, when Rancière writes about representation, he means “representation as a
regime of thinking about art” (Future of the Image 109). In his books The Emancipated
Spectator and The Future of the Image in particular, Rancière questions the acceptability of
making and exhibiting artworks about unspeakable harm, like genocides and other horrific
events. Things that are unrepresentable according to Rancière are things “impossible to view […]
without experiencing pain or indignation” (Emancipated Spectator 83). Rancière quotes
philosopher Jean-François Lyotard: “what is at stake in the arts is their making themselves
witness to the fact that there are things which are indeterminate” (Future of the Image 131).
Rancière reverses the position of philosopher Theodor Adorno’s ethical cry in his 1949 essay,
“Cultural Criticism and Society,” that is oft repeated: “after Auschwitz, to write a poem is
barbaric” (Adorno 162) through his reading of Jaar in The Emancipated Spectator. He sees Jaar
as fearless in dealing with the “intolerable image.” Rancière’s conclusion to The Future of the
Image identifies the ethical dilemma of making art about unrepresentable events like genocide:
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I have tried to show that this exaggeration itself merely perfects the system of
rationalization it claims to denounce. The ethical requirement that there should be an art
appropriate to exceptional experience dictates exaggeration of the forms of dialectical
intelligibility against which the rights of the unrepresentable are supposedly being upheld.
In order to assert an unrepresentability in art that is commensurate with an unthinkability
of the event, the latter must itself have been rendered entirely thinkable, entirely
necessary according to thought. The logic of the unrepresentable can only be sustained by
a hyperbole that ends up destroying it. (138)
Determining an unrepresentable image involves a calculus that includes a surplus of meaning
beyond the capability of an image to convey its own horror. An example he gives is the blinding
of Oedipus, where the gauging of the eyes can never compare with the injury of self-knowledge
when Oedipus finds out he had killed his father and married his mother. The revelation is a
“brutal imposition in the field of vision: something that exceeds the subordination of the visible
to the making-visible of speech” (Future of the Image 113). By reducing the space of the artwork
to only the gaze in The Eyes of Gutete Emerita, Jaar succeeds in reigning in the excess of the
horror that otherwise would be unrepresentable. The closing down of the space of the artwork to
the gaze in The Eyes of Gutete Emerita is in stark contrast to the expansive reach of the utopian
thought of Lights in the City.
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Fig. 4. Alfredo Jaar, The Eyes of Gutete Emerita (1996), Two quad-vision light-boxes, two
transparencies, two masks, synchronizing cable, 64.8 × 118.7 × 13.3 cm.
The gaze of Gutete Emerita is a flash of white terror that pierces the eye of the viewer
with the unspeakable violence that exists in human society (see fig. 4). The key to the reduction
of space to the gaze is in the way Jaar brings us to the technological space of representation. The
two oversized eyes – a left eye and a right eye – are separated into two side-by-side color
transparencies mounted on a light box that confront the viewer directly. The eyes staring at us
are enormous and piercing. The light box technology evokes the optical device of a stereoscope
from another era. Underscoring the fact that Jaar’s Rwanda Project is essentially a project about
representation, technologies of optics are the material of the work. This is true, not just in The
Eyes of Gutete Emerita, but in many of the accompanying works about Rwanda such as The
Silence of Nduwayezu (1997), an installation of 1 million identical slides with magnifiers placed
on a large light table inviting viewers to quantitatively take in the enormity of what happened.
The artist makes us exercise our mental capacities for representation through the material forms
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of photographic technologies he puts together for us. An adjoining light box mounted on the wall
next to the eyes contains illuminated text allowing us to learn the story of the day Jaar met this
Rwandan refugee:
Gutete Emerita, 30 years old, is standing in front of a church where 400 Tutsi men,
women, and children were systematically slaughtered by a Hutu death squad during
Sunday mass. She was attending mass with her family when the massacre began. Killed
with machetes in front of her eyes were her husband Tito Kahinamura, 40, and her two
sons, Muhoza, 10, and Matirigari, 7. Somehow, Gutete managed to escape with her
daughter Marie Louise Unumararunga, 12. They hid in a swamp for three weeks, coming
out only at night for food. (Jaar “The Rwanda Project”)
The words are chilling. The wordless effect of the gaze produced by the artwork is even more
haunting and disconnecting, however. It is almost as if ghosts (living and dead) inhabit the gaze
as well. Being in the presence of genocide involves the viewer in the ethics of that representation.
No one is exempt – not those who live on Rwandan soil, not the international community who
did nothing to intervene, not the world press who failed to report, not even passersby on every
sidewalk in every metropolitan city in every continent who is indifferent. The gaze is harsh.
There is no shelter. The artwork inflicts pain. This is the violence of the image – the
intolerability of images.
In The Emancipated Spectator, Rancière philosophically presents Jaar’s The Eyes of
Gutete Emerita as an “unrepresentable” image in order to give viewers tools to decode the
violence of images in general. In the development of his theory, Rancière looks at the realm of
representation as a site where political power is exercised on the basis of inclusion and exclusion.
He shows how Jaar’s work plays with ways in which time-space created in images reconstructs
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the space-time of visibility (99). The process of decoding the image reveals that our act of
looking is coupled with violence – we get implicated by looking. There is no escaping our
implication. We are shown to be accountable, even if we are not responsible. Rancière analyzes
The Eyes of Gutete Emerita as follows: “The metonymy that puts this woman’s gaze in place of
the spectacle of horror thus disrupts the counting of the individual and the multiple” (98). His
analysis helps show how, within the image itself, the dominant regime of information disrupts
our views of the sensible (99).
Rancière wants us to see that there is a distribution of the sensible world between what is
visible and what is invisible in social and political systems as well in their representations in our
made images. He wants to bring attention – and a sense of urgency – to seeing the ways societies
assume ‘naturalness’ to the ways in which some individuals (such as non-citizens, marginalized
communities, or victimized groups in general) are not counted with respect to laws, policies, and
privileges. Often the upholding of values within a part cannot be reconciled with those same
professed values in the whole (96). He calls it “the part of those without part” (96). Jaar in his
work actualizes Rancière’s theories in numerous ways, including giving part to those without
part, as in the case with the bringing to the world the story of Gutete Emerita and others named
in the Rwanda Project.
Joseph Tanke, an authority on Rancière’s philosophy, acknowledges the depth of
contribution that Rancière’s work presents for re-thinking aesthetics, especially at the
intersection of art and politics. Rancière helps identify the site of overlap between art and politics
as aisthesis, which he defines as the mode of experience by which we “perceive very diverse
things, whether in their techniques of production or their destination, as all belonging to art” that
came into practice in the late eighteenth century in Europe (Aisthesis x). We can look for

25
aisthesis not only in art, but also in art’s production. Producers of art operate in their own
historical and cultural parameters, the structure of which is embedded in the art in particular
ways. Tanke describes the time/space characteristics of aisthesis:
With the idea of the distribution of the sensible, aesthetics should be understood in an
expanded sense so as to include the factors – space and time – structuring the ways things
appear. The aisthesis defined through the partitioning of space and time is political
because it sketches the boundaries of what is sensible, intelligible, and possible. It is in
terms of the contestation of space and time that art can be said to have a political capacity,
and it is thus within this broader notion of the aesthetic as aisthesis that the relationship
between art and politics must be situated. (Jacques Rancière 5)
As can be seen in Tanke’s summary above, the political capacity of art is attributed to its
capacity to create alternative constructions of time and space outside everyday experience that
we often take for granted or overlook. On a fundamental level, then, art engenders a face-off
between two ways of existing - as an object within a given political structure, or as a poetic agent
that rises above convention. Art formulates the alternative to existing reality, and for the
skeptics, at least provides a space for it. In The Eyes of Gutete Emerita, time and space are
stopped. The viewer cannot escape the limited space of her gaze. To enter the space of the
artwork is to be contained in the failure of representation to offer relief from the pain.
Along with defining the role of aisthesis as a space of possibility for new partitions of
space and time, the topic of common sense must be addressed to understand how Rancière
defines equality as an end goal of his project. Rancière shows how there is a mirroring effect
with the aesthetics of politics and the politics of aesthetics (Dissensus 140). The gap produced in
thinking with the back and forth of this mirror effect opens a powerful site of possibility. Art and
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politics, at their best, can make each other stronger when the mirror effect is utilized for a
common good. While both art and politics operate similarly in their respective capacities to
redistribute what is seen and heard in the sensible world so that conditions of equality are
possible, however, according to Rancière, they work on the body politic in fundamentally
different ways. The difference is that political dissensus is a re-figuring of social subjectivity,
whereas aesthetic dissensus is a reconfiguration of the sensory fabric itself (Dissensus 140).
Through Rancière theory of the distribution of the sensible, art and politics can be seen as
operating on corporal systems or embodied social structures in different ways. Perhaps another
way of marking the difference between art and politics in Rancière’s aesthetics is to consider the
social capacities for “commonsense” vs. the phenomenological expression of “commonsense.”
Rancière puts it nicely when he says that art gives “a spiritual sense of being in common”
(Dissensus 81). Lights in the City changes the spiritual sense of Montreal by occupying the
cupula that holds the spirit of the city. In Jaar’s Rwanda project, if there is a spiritual sense
generated by the photographed eyes, it is not Rwanda per say, but a concrete form of the abstract
horror of genocide that happened in that place. The artwork makes common sense by
materializing a somatic sense of pain from which there is no escape. Each viewer is equally
implicated. The artwork reconfigures the space of experience to eliminate sides that are in
political terms otherwise at odds with each other.
According to Rancière, politics is at its worst when it aims to form consensus, and
consensus is “the form by which politics is transformed into the police” (Dissensus 100). The
unthinkable political violence enacted in the 1994 civil war in Rwanda is the ultimate expression
of what Rancière means by and redefines as the police. The three hundred years of colonial rule
in Rwanda divided the population into two groups of people: the minority Tutsi (approximately

27
14% of the population), and the majority Hutus (approximately 85%). The differences between
the two groups are hard to identify on strict ethnic or religious grounds, although the delineation
began in 1933 with the imposition of national ID cards that identified a person’s ethic tribe (Tutsi,
Hutu, or Twa) by the Belgian colonial government (Fussell). According to Jim Fussell, an expert
in genocide studies, “an ID card with the designation ‘Tutsi’ spelled a death sentence at any
roadblock.” Thus, the ID cards became the prime factor in the speed and efficiency of the mass
killing. In many ways, the differences between the two groups were mostly physiognomic, with
Tutsis having a generally lighter skin color and being taller after generations of familial
segregation and affiliation with the colonial ruling class. To this fact, at the initiation of the
genocide in 1994, radio broadcasts on popular stations coded orders for the Hutu militia to attack
and kill any Tutsi with machetes with the call: “cut down the tall trees.”9 Any political structure
that maintains subjugation of one group by another, in this case the majority Hutus by a smaller
ruling class of Tutsi as a remnant of the ejected Belgian colonial power, is “the police.”10 The
violence enacted in the case of the Rwandan genocide demonstrates the danger of transformation
of politics at the level of controlling the space of the representational regime.
The unrepresentable is not the space of art. To further describe why aesthetic form is
unlike purely political form, consider the ways in which rules operate differently in poetry and in
policing: one has no constraints, the other is founded on the very principles of constraint. Art is
different precisely because art, being something other than what it is, has a capacity to
reconfigure social bonds of a community in the play of poetic form, not through the enforcement
of policy. In The Eyes of Gutete Emerita, any identification of Hutu or Tutsi is taken away: there
is no side – just pain.
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1.4 Locating place in the aesthetic theories of Jacques Rancière and Gianni Vattimo
The way art structures time and space is not static – or given. Rancière traces a loose
historical genealogy of philosophical positions in aesthetics that drive artistic practices going
back to the beginnings of Western philosophy. He proposes that there has been an evolution in
the way that art and ethics intersect in aesthetic production in the Western tradition in terms of
art’s ability to configure time and space. Rancière develops a chronology of three different
ideological frameworks of art: first, the ethical regime of images that starts with Plato and
Aristotle; second, the representative regime coming out of German idealism at the end of the
eighteenth century; and, finally, the aesthetic regime as a condition of modernity and postmodernity. The two crucial points are that (a) in each of these three cases, representation is
fundamentally exercised as subjective, and (b) representation in art sometimes can be inadequate
for ethical thinking. In the second case, Rancière keys in on the instances where the image
renders some events ethically “unrepresentable” (such as art about extermination camps). The
philosopher calls for a new aesthetics based on knowing art’s power to expose the existence of
inequitable “blind spots” within the sensible. Our interest is in asking whether the contemporary
art projects discussed in this dissertation figure into such an evolution.
In Rancière’s genealogy, the advent of the first regime, “ethical regime of images,”
happens with Plato and Aristotle and their questioning whether or not art is suitable to the task of
building an ethical society. Here, Rancière’s framework is approached through a comparative
analysis of the shifting value systems regarding not only “truth claims” in works of art, but also
“place claims” for art in society. Plato considers the effects of images on all tiers of society and
makes a distinction between images made by philosophical reasoning to those made by artistic
production. He concludes that art should be excluded from ethics altogether, symbolized by the
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banishment of the artist from his utopian society outlined in The Republic. In Plato’s estimation,
mimesis, or the copy of the living world in art, cannot be trusted to represent the true good.11 The
central question of The Republic goes beyond whether the guardians should be imitators or not.
Plato questions the very nature of appearance over true form and proposes a theory of ideas
whereby people, through a process of education and deep thinking, can lead others toward the
good through the idealization of pure forms. While Plato calls out art in the examples of Homer,
comedy and tragedy, and poetry, it is in painting in specifically – the most direct manifestation of
representation in mimesis – where Plato implicates imitation as a whole as “far from the truth
when they produce their work; and moreover that imitation really consorts with an element in us
that is far from wisdom, and that nothing healthy or true can come from their relationship or
friendship” (The Republic 307). Here, we can make a parallel to Jaar’s art as a critique of the
limitations of representation.
Plato’s condemnation of mimesis by the artist is almost immediately up-ended by his
student Aristotle. For Plato, forms like justice, beauty, courage, fear, or the good are not
knowable through art, because art is a lie that is “three times removed from the natural one” (The
Republic 300). Aristotle rejects this view. He insists that truth is not external to the world, and
nowhere is this more evident than in the fact that art and all of its aspects is a fact of nature.
The embracing of imitation as real (not ideal) is not so much a rejection of the Platonic
notion of truth, but rather a recovery of the social value of art that Platonic thinking was trying so
hard to overcome. Plato's pure forms are not knowable in art because art is mere imitation. But
for Aristotle, truth is found in Greek theater in “the perfection of the form” including diction,
dancing, cadence, and other aspects of drama in the particularity of the live performance (Poetics
47). For Aristotle, having a unity of determinate structure is they key: “Just as in other imitative
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arts the imitation is unified if it imitates a single object, so too the plot, as the imitation of an
action, should imitate a single, unified action – and one that is also a whole” (15). Catharsis
enacted out of a tragic plot transforms the ethics of a society in real time. I propose that place-asmedium offers a new way to create public catharsis today. Aristotle recognizes the
transformative power of catharsis to reshape the world in all of its aspects – including institutions.
The transformation happens communally, out in the open air of the seaside amphitheater in the
seasonal festival in the fourth century B.C.E. that brings men and boys from adjoining city-states
to share in drama competition.12 Here is where the “place value” of poetry, art, and drama comes
out most strongly in Aristotle, and why Aristotelian thinking offers a strong case for art’s place
in society: because it works in society. Thus, in less than a generation, Aristotle makes a case for
art’s inclusion in the ethical realm of images because of art’s capacity to change the character of
a community. The crowning of a winner for the prize of first place in Attica does change the
fabric of the society in the shared experience of catharsis of those in attendance. In the twentieth
century, place-as-medium in artistic production shares ancient tragedy’s capacity for catharsis
because of the way it gathers people and culture and place together through a shared event of
belonging, reverberating out of a quake (Stoss) felt by all together. Place-as-medium is like the
Ancient Greek theatre, but its form is not fixed. In place-as-medium, the amphitheaters can be
extravagantly different.
Rancière and Vattimo are both interested in looking at Plato and Aristotle to understand
the roots of aesthetic theory. Vattimo asserts that Plato’s aesthetic is ontological. He gives a
Platonic definition of the beautiful as “Being’s luminous manifestation in its perfection” (7),
epitomized by the blinding truth of daylight outside of the cave in The Republic. In contrast,
Vattimo reads Aristotle as “the first thinker who separated the beautiful from the theory of being”
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(9). Aristotle breaks down the form of good tragedy as a matter of the technicalities of praxis
where the beautiful is “a beautiful representation of the possibilities of man” (8). The ethical
register is handled differently in Plato and Aristotle, therefore. If the ethical field of art for
Aristotle is about human possibility, Vattimo points out that for Plato, it has to do with measure.
He writes, “Beauty is perceived as a measure only when it is imitated, that is, when it is lived as
a moral attitude, measured in all the aspects of life, rather than in the perceptions of art only”
(11).
As we see, Western metaphysics has been contending with the complexity of defining the
relationship between art and ethics since its inception. Different ways of defining the contested
space as the ethical realm of images as ontological or human-centered brings a philosophical
consideration of the effects of consumption of images on society at large. More significantly,
distinct theoretical orientations towards art’s effect on ethical living – on the individual self or on
a collective civic body – that are evident in Greek thought underscores the fact that different
frameworks emerge constantly, with an open dialogical exchange between theorist, artist, and the
public alike. As Rancière and Vattimo show us, we are ever in the process of reframing our
understanding of our differences through the enactment of relationships.
According to Rancière, the advent of the second regime, the “regime of representation in
art,” takes a fundamental turn away from “the ethical regime of images” in the late eighteenth
century with the formalization of art as an object of beauty (Aisthesis 10-11). The scientific
objectification of the world naturally leads to the isolation of the art object as well, which in turn
transforms the way art is made, viewed, and analyzed. It is important to note that the role for
thinking at this juncture is decidedly to empower a subject more deeply through the
contemplation of objective reality. With a newfound emphasis on subjective thinking, the artist is
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elevated from skilled artisan to artist-genius (Aisthesis 11).13 With the rise of subjectivity,
individual capacity for genius unseats the divinity as the conduit of artistic creation. At this time,
the question about art’s relationship to politics moves beyond whether or not images are worthy
of their representation. The new question is what is aesthetic phenomenon? Rancière explains the
idealist position as one in which aesthetic phenomenon is identified as “the identity, in a physical
form, of thought and non-thought, of the activity of a will that wishes to realize its idea of a nonintentionality, a radical passivity of material being-there” (Emancipated Spectator 119). In the
representative regime, there is a clear separation between subject and object when art is given its
own sphere and own rules and becomes an object to contemplate in thinking, Beauty becomes
objectifiable too. The claim for the autonomy of art begins at this time and has implications well
into modernity. Jaar’s The Eyes of Gutete Emerita lives in this tradition.
As distinct from the representative regime of images that is characterized by the
autonomous art object, Rancière outlines a third regime, the “aesthetic regime of art.”14 Here, art
makes a break from the rules of the representational regime, both conceptually and practically. A
crucial feature of the art of the representative regime is that the question about the relationship
between art and life is settled in advance by the idea that art is nothing but a representation. In
fact, the axioms separate sharply the work from subject (Tanke, Parrhesia 72). In Rancière’s
third regime, the aesthetic regime, by contrast, any separation between art and ordinary life is
“abolished” (Future of the Image 123). The aesthetic regime is therefore “not bounded by rules
of either mimetic closure in the ethical realm of images, or the autonomy of art in the
representative regime” (123). The aesthetic regime “defies representative logic” that “assigns a
specific space to representation” and opens up the possibility for a different logic (123). With a
new logic that expands artistic practice well beyond the representational realm, Rancière sees
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different practical and political applications for an aesthetic regime operating outside of
autonomy. What Rancière is pointing to, I believe, is the same cartography of “thinking through
place” that is occurring today in place-as-medium art practice.
In his essay “What is the Aesthetic Regime?,” Tanke connects Rancière’s aesthetic
regime to Foucault’s archeology of knowledge, which Rancière marks from the eighteenth
century to the contemporary period, as one where art is both art alone, and a part of life. Tanke
writes:
What is common to a number of different artistic practices is a conception of art
according to which art is art only on the condition that it is more than art, and more than
art only to the extent that it defines itself as distinct from life, that is, as art. In Rancière’s
treatment, the aesthetic regime carries the promise of political emancipation as a capacity
for equality, especially in the ways people are treated in political systems. (79)
The positioning of the question of visibility as a production of knowledge by a particular power
structure that sets up the space of representation on its own terms is crucial here. How the world
is made visible – and for whom the world is made visible – makes all the difference.
Back to our example, Jaar makes the genocide visible through the eyes of a person whose
name is Gutete Emerita. From the universal to the particular, Jaar insists that she be counted; that
we know her. Rancière explains the connection between the construction of space in
representation to knowledge production in The Emancipated Spectator:
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First, viewing is the opposite of knowing; the spectator is held before an appearance in a
state of ignorance about the process of production of this appearance and about the reality
it conceals. Second, it is the opposite of acting: the spectator remains immobile in her
seat, passive. To be a spectator is to be separated from both the capacity to know and the
power to act. (2)
Rancière here is still just talking about the spectator. Where is the emancipation if thinking is
denied a grounding in place? Place-as-medium returns thinking to a positionality of thinking
inside the event.
In his 2007 catalogue essay on Jaar’s Rwanda Project, “Theater of Images/Le Théâtre des
images,” Rancière tries to understand the artist’s intention in the famous artwork: “is it to purify
their eyes, blinded by the excess of images?” (71). After a long investigation into the use of
images that becomes his theory of dissensus, the philosopher concludes that Jaar’s work is more
than an image: “Alfredo Jaar does not suppress images. He reminds us that the image is not a
simple piece of what is visible, that is a staging of the visible, a tying-in of the visible and what it
says, but also of the spoken word and what it lets us see” (74). What Jaar does is remand agency
to the image. In so doing, he “disrupts the privilege of the voyeur” and returns the dignity to
Gutete Emerita to retain her private thoughts. Rancière’s formal analysis of the work illuminates
this fact:
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Those eyes in which we attempt to read the effect of the horror overturn the privilege of
the voyeur. It is not only that they are ‘looking at us,’ an expression sometimes used to
convey the stunning impact of the sublime. […] First and foremost, it is that this gaze, for
all that it has seen the massacre, does not reconstitute its perception of it for us. We may
know what she has seen. We do not know what she thinks… (“Theater of Images/Le
Théâtre des images” 76-77)
Rancière reads Jaar’s project as a work of dissensus in two ways, therefore. Not only who is
counted in terms of the distribution of the sensible, but also how that counting reconstitutes
perception itself. Jaar’s Rwanda Project in its many forms succeeds in turning the meaningless of
a few horrific weeks of genocidal terror perpetrated on countless Hutus by nameless Tutsi militia
into a real story with real people. We “enter the real” when we enter the confined space of the
gaze of Gutete Emerita.
In a traditional sense, representational artworks make things appear before the viewer.
Jaar’s entire Rwanda project remains locked in the position of the “gaze,” so perfectly presented
in the Eyes of Gutete Emerita. In The Eyes of Gutete Emerita, no world at all appears before us
save for the world of annihilation. The space in the artwork is only the gaze itself. The
devastating truth of Jaar’s work of art is that it is impossible to find ethical ground in the event of
genocide. In The Eyes of Gutete Emerita the gaze is non-place. There is no shelter for the subject,
the viewer. There is no place to hold us, there is no room for utopian thought. The possibility of
thinking through place is denied. Jaar’s critique of representation in the Rwanda series in many
ways crystalizes a fundamental ethical vulnerability in representational artworks.
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1.5 Reconsidering the bridge as place in Kantian aesthetics

Fig. 5. Francis Bedford (1815-94), Entrance to Grotto of Antiparos, 16 May 1862. Photograph in
collection acquired by the Prince of Wales (later King Edward VII), 1862.
To further define “thinking through place,” I use the device of a bridge to analyze
metaphysical and counter-metaphysical aesthetic theories that are fundamental to both Rancière
and Vattimo through the conceptual model of aesthetic judgment presented by Kant in the
Critique of Judgment as a bridge from metaphysics to the ontological approach found in
Heidegger’s writing on poetic thinking and the space of art that aligns more directly with placeas-medium will be considered more thoroughly in chapter two. Seeing where the three
frameworks intersect gives insight to the role of thinking in place-as-medium art practice. While
Rancière’s political aesthetics shows art’s power to reveal the partitioning of the sensible, and
Vattimo’s hermeneutical approach shows art’s claim to truth as an activity of world-making,15
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neither focuses on the place-aesthetic to show why Jaar’s two different modes of art making –
representational and emplaced – instigate fundamentally different ways of thinking. While it can
be said that all aesthetic thinking is connected to the aesthetics of place, place-as-medium opens
the field of art in exciting ways because it intensifies the capacity to participate with others in the
mysterious co-arising of belonging and awaked consciousness that marks the poetics of place as
a site of shared authorship-as thinking.
Kant evokes a bridge in the Critique of Judgment from 1790, his third critique after the
Critique of Pure Reason (1781) and the Critique of Practical Reason (1788). The device occurs
in his spatialization of faculties of the mind in his aesthetic theory where beauty, art, and nature
all meet up with a priori knowledge somewhere between the empirical and idealist worlds. The
subjective experience of representing the beautiful in the mind is meticulously analyzed in two
sections, “The Analytic of the Beautiful” and “The Analytic of the Sublime.” Kant explores the
way beauty works on the mind, or rather how the mind works through the activity of making
judgments about beauty - in nature, art, and mathematical logic. The motivation of the Critique
of Judgment is not to understand art or beauty per se, but rather to probe the ways in which the
act of making aesthetic judgments of nature or art points to an underlying structure “by which
laws are prescribed a priori” (Critique of Judgment 15). The bridge appears when Kant notices
that thinking aesthetically “connects the legislation of understanding and reason by means of
judgment” (29).16 The transcendental model meets its limit with the subject/object divide,
however, leaving questions open. As the philosopher openly admits, “the difficulty of unraveling
a problem so involved in its nature may serve as an excuse for a certain amount of hardly
avoidable obscurity in its solution” (6). If Kant’s model of aesthetics within human cognition
includes thinking through place, it is both subjective and extra-subjective: thinking inside the
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mind; and thinking that is beyond subjective thinking inside the mind.
Kant explores common sense in the modality (the “ought”) of the subjective experience
of disinterested pleasure in the positive sense in the estimation of the beautiful, or negative
pleasure in the case of the sublime. Rancière, as it has already been mentioned, asserts that art
“gives a spiritual sense of being in common” (Dissensus 81). Vattimo asserts that both Kantian
common sense and Gadamer’s hermeneutics of the social are “diametrically opposed to aesthetic
consciousness” (134). It is possible to see the moment of pleasure as identified by Kant’s fourth
moment, The Moment of Modality of the Delight of the Object – the mysterious “ought” – as
fundamentally an experience of place (Critique of Judgement 69). I contend that we can look
more closely at the role of the aesthetics of place in the consideration of common sense.
Aesthetics is always grounded in locality. Locality is that which bounds and shelters. In locality,
we know we are not alone because in locality we join all in a world whose middle is that specific
locality. Each constitution of a world is constructed in the middle. Subjectivities can take
different positionalities in relation to that middle.
The very transcendental difficulty of which Kant admits “the difficulty of unraveling a
problem so involved in its nature,” or thinking from within thinking – is the very matter of
idealism. Transcendental apperception is an event of thinking-as-self-reflecting. The closed
nature of transcendental thinking is overcome in the hermeneutical register, however, which is
why Vattimo describes hermeneutics as a journey that involves changing a person. Vattimo
states: “To formulate an aesthetic judgment does not signify recognizing given qualities of the
object but rather discovering, revealing, and heightening the fact of its belonging to a community,
event” (131). The way that a person is changed depends on “where encounters leave their mark”
on their thinking (132).17 Knowing is journeying. In Kantian transcendental thinking, the place or
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location where the two legislations are bridged (i.e., bounded world) is the journeying of
aesthetic thinking in between empiricism and idealism. Thinking through the aesthetics of place
is only partially idealist. Place-as-medium is not an object. How can a subject conceive of this?
While Kant concludes that a subject does not have access to “the thing itself,” he is inconclusive
about the bridge between the two. Kant’s formulation that there “is no territory” inside cognition
for aesthetic ideas (Critique of Judgment 12), leads to the question, where do aesthetic ideas find
their ground in Kant’s theory? Maybe what he has discovered is that their territory is the very
fact of the communicability of place?18 For Kant, imagination plays a key role in forming
aesthetic judgments, and the place where aesthetic ideas form is in the “free play of the
imagination.” We can say that the very establishment of ground is “thinking through place.”
Significantly for us, in Kant’s summary of the Analytic of the Beautiful at the conclusion
of the section, there exists a hidden gem where Kant is describing thinking through place. In
Kant’s performance of transcendental apperception, practical and theoretical modes of cognition
exercise entirely different (and unbridgeable) “legislative authority” over the same field of
experience. According to Kant, it is only reflective, aesthetic judgment (made possible because
of the supersensible ground of a priori experience) that constitutes the bridge for this “great gulf
fixed” (11). And it is reflective judgment alone that enables a “mediating concept between
concepts of nature and the concept of freedom” (12). Kant asks a curious question about why the
two realms are distinct: “Still, how does it happen that these two different realms do not form
one realm, seeing that, while they do not limit each other in their legislation, they continually do
so in their effects in the sensible world?” (11). This is the moment to savor. Kant’s explanation is
that phenomenon – that which appears in nature – is not the same thing as noumenon, or “the
thing-in-itself.” Vattimo rejects Kant’s argument on consciousness and introduces the discipline
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of hermeneutics to Kant’s work: “It seems indeed that the thing (artwork, historical document,
and so on) represents by virtue of its own concreteness, an encounter with the other, namely the
‘thing itself’ which interpretation theory has attempted to ground and secure against any attempt
by the subject to reflectively fold on itself” (Vattimo 128). Kantian scholar Karl Jaspers points
out that for Kant, “the world is appearance, not illusion” (Jaspers 21). The thing in itself can
never appear to us as itself, only as appearance.
Kant sees that “all those objects of experience” can never “be elevated or extended into a
cognition” (Critique of Judgment 11). This field of the supersensible has “no realm of its own”
but “renders possible the transition” from one mode to the other (12). Important words are
elevation, extension, gulf, bridge, and transition. The bridge-related words are clues that tell us
that thinking is grounded in the aesthetics of place: thinking through place. The verbal
disorientation describes the shape of access to the “inaccessible.” What if Kant is making an
error when he says that phenomenon appears to us “with an unbounded field”? What if the
elusive ground he can’t locate is the resource that turns a metaphorical bridge into a place?
In an aesthetics of place, it is the communicability that opens the two-way street. Both
Rancière and Vattimo address the issue of communicability in their aesthetic theories in different
ways. Vattimo points out that perhaps the most important aspect of Kant’s observation is the
communicability of beauty (Vattimo 132). It is obvious that communicability in aesthetic
thinking is a focus for Vattimo: “what is pleasing is neither object or subjective knowing, but is
communicability” (132). He goes on to say, “If I aesthetically like something, it is because my
knowing facilities operate as those of others, thereby guaranteeing every possible communication,
including the objective universality of theoretical judgements” (132). There is pleasure in
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knowing we belong somewhere, we matter, and we are not alone. Those are the moments of the
good life.
In the Poetics, Aristotle recognizes that poetry presents the opportunity for the reader to
find self-recognition. Vattimo summarizes Aristotle’s findings: art “recognizes life in its
concreteness,” whereas the interpreter “recognizes the self in the poetry” (Vattimo 153). He sees
the oscillation between the two is an “historical event of language” (153). Within the world of
the dialogue within the event of interpretation, there is a sense of being a twin where the location
of the other is close to the middle of what we care about. As an experience of a twin,
interpretation as an agent to bind one to the many involves a mutuality in caring. It is possible to
see Gadamer’s truth and method as a kind of a hermeneutical performance as a twin and one’s
twin. He states that in language and the world of Being “man already has his collocation” (149)
(underline his). When we are thinking through an artwork, there is a sense of being oneself, and
being with a twin-self who interprets the world differently than the one we live in ordinary life.
We don’t have access to these two worlds of thinking at the same time, but we oscillate between
the two: a twin standing next to a twin. Any experience of interpretation has this twin-quality. As
Malpas states, “we can say that not only does the sensible world come to appearance in place,
but it is only in place that we encounter ourselves” (Malpas and Zoller 302). With aesthetic
consciousness, the twin-quality is just more pronounced. With place-as-medium, the aesthetic
consciousness is grounded in place.
In a different way, Rancière seeks out the practicality of communicability in art. In an
aesthetics of place, meaning depends on one’s interrelationship to a given world in its
practicality, as well as in its affect.19 Asserting a “universal agreement” in a judgment of taste
necessitates a field bounded by a sense of belonging. Kant seeks to give evidence to a shared
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experience of “common sense” that links ethics with nature, not only in the individual mind, but
also in a collective site of thinking (which becomes the place) because of an underlying universal
law that is both the basis for morality. Notwithstanding the critique of Kant’s universal claim for
aesthetic judgment,20 Kant is only considering art’s effect on the mind. Rancière rightly
acknowledges the place of affect as a measure of difference between poiesis and aesthesis
(Tanke 80); however, Rancière’s theory of the aesthetic regime fails to consider the importance
of the aesthetics place. Jaar’s move from representational critique to public interventions actively
changes the condition of place. Thinking through place is the journey that sets in motion
changing conditions of place.21
These two approaches account for the philosophers’ different readings of Jaar’s project.
Coincidentally, it is Kant’s consideration of ethics in conjunction with the act of human freedom
in thinking that is essential to Rancière’s theory of equality. Rancière’s insight about the
distribution of “the sensible” within the aesthetic regime in his theory of dissensus, opens a
different perspective on Kant’s spatialization of the faculty of cognition in the Critique of
Judgment. Kant says that the Concepts as they refer to “objects” in the mind are appropriated in
two separate “realms” within the same “territory.” (30-32). In Rancière’s theory of dissensus, in
contrast, there is no transcendental way – the road for the emancipation of the spectator runs
through the image. While one is always a spectator, the image also “sees” us. It is the image that
determines who is seen, heard, or felt.22 Kantian idealism denies any partitioning of the sensible
world. Morality symbolized by beauty is intrinsic to the object’s form, predetermined by an
underlying universal law, and exercised by a subject when representing the object in the mind.
Even though the supersensible cannot be apprehended through the senses, nevertheless its
existence is evident as the binding universal principles by which “the good” is commonly held.
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Kant understands the ethical consequences of art on the person who experiences it. This line is
the thread that Rancière picks up in Kantian aesthetics with regards to his theory of partitions of
the sensible as it relates to equality. Rancière describes Kant as a “discoverer of a new form of
freedom and equality,” which is to be found “in the aesthetic sphere” (Dissensus 81). Figuring
the aesthetic sphere as one that allows the mind to not only straddle two distinct realms of
thinking (understanding and reason), but also to open up the possibility for the mind to create
space for play of the imagination that is neither theoretical nor practical, Kant launches a
revolution into aesthetic philosophy that influences the way philosophers think about art, how
artists make art, and influences the way society considers the power of art up until this day, as we
have been exploring in the artwork of Jaar. While it can be said that all aesthetic thinking is
connected to the aesthetics of place, place-as-medium opens the field of possibility because of its
expansive capacity to shape the activity of thinking through artistic forms.
While the play of imagination is certainly unbounded, the interplay between subjective
thinking and thinking through place can be seen as an “and, and” proposition, rather than a
singular position. The double life is the same as the “twinning effect.” The bridge as concept and
as event enmeshes of the fields of knowledge and reason via place as aesthetic thinking. In other
words, aesthetic thinking is idealist as Kant asserts, but only to a certain extent. It is also a
sensible experience that correlates thought to form and form to thought. The unbounded field is
bounded in by the play of the imagination in precisely its formation of a bounded world in which
to think. The place is imagined spatially as a Spielraum, translated as “playroom,” “elbow room,”
or “free space” (Inwood 14). The important part is that the playroom has walls. Only in the
sheltered space is the free play of the imagination allowed to reign over the legislations of reason
and understanding, set adrift from the constraints of reality by connecting with real things

44
playfully. When a person thinks through place, they can know the place and act upon that
knowledge. Place binds subjects together with others (human and beyond) in a particular way in
the very facts of a place’s communicability, accessed by the activity of thinking through place.
The good life is fleeting, however. The positionality of the viewer in the witness of
Gutete Emerita’s two eyes is one of disembodiment. The image provides no standing for shelter,
gathering, letting be, or clearing space that are all part of place-as-medium. Reframing Kant’s
fourth moment as an experience of place – with the proposition that true thinking through place
involves the bringing together of an “and, and” alongside subjective thinking (something being
considered as “twinning”) – solves the transcendental problem. The “ought” in modality comes
from an originary place, yes, but not out of a Kantian absolute universal law, but as relationality
in its originary entanglement with caring for that place in a state of being “not alone.” The
entanglement is ever making itself out of itself. Meaning is not manufactured outside of matter,
therefore. Whatever is meaningful in place is already there, before we even care about it. In an
elemental way, place has a pull to it, drawing us in because there is something there worth
seeking. Thinking-through-place is an event of belonging to the ever-evolving dance of
entanglement that place-as-medium lets us enter.
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Fig. 6. James Mynde (1702-1771), The Grotto of Antiparos (17--). Engraving. 16.1 x 25 cm.
London.
The hidden-gem passage referred to above that allows us to see thinking-through-place is
found in one of the last sections of The Analytic of the Beautiful, “The Dialectic of Aesthetic
Judgement”: “Of the Idealism of the purposiveness of both Nature and Art as the unique
principle of aesthetic judgement” (174-178). In order to check whether his theory of the a priori
purposiveness of form of beauty holds up, in this nearly final section, Kant brings up a curious
case of the chance formations of crystalline forms like ice that are haphazardly shaped out of the
sudden solidification of fluid states that puts into question his theory that forms hold beauty in
their forms tied to a universal law. In contrast to flowers, blossoms, plants, shells, animals, even
insects that hold a purposive beauty without purpose, the crystalline forms hold beauty in a
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different way: “unneeded for their proper use, but, as it were, selected for our taste; especially
the charming variety so satisfying to the eye and the harmonious arrangement of colours [sic],
such solid-state forms do not have share in the ideality of the purposiveness in the beauty of
nature” (175). Such forms therefore should “not be judged aesthetically but teleologically
according to the principle of realism” (176).
The specific example is the Grotto of Antiparos, found on a small Greek island in the
Cyclades, remarkable for a splendid stalactite cavern near the southern coast (176). The site
must have been known to Kant through travel memoirs recounting experiences of the
extraordinary sublime beauty of the grotto. There are innumerable examples of engravings and
photographs of the grotto, often including groups of sightseers carrying torches that Kant may
have seen (see figs. 5 & 6).23 Where can we find an a priori design if “the halo in the grotto of
Antiparos is merely the work of water percolating through strata of gypsum” (176)? Kant solves
this contradiction by bringing art and nature together. We must find a bridge to gain access to the
Spielraum (playroom) that grants freedom and communion with art. The a priori is just the
capacity for aesthetic judgment. Art (not an artist) is responsible. The Grotto of Antiparos breaks
the rules by being “such as it might take art all its time to devise” (177). Participation in the
sublime beauty of the Grotto of Antiparos is an event of place, grounded in locality, bounded by
the cave’s interior and all the crystalline, colorful forms illuminated by torches, but also
including the event of entering the cave from the outside, from daylight to preternatural
illumination of a radiance unlike any other extends out to world through tales recounted and
picture made. The sublime beauty of the Grotto of Antiparos comes into existence at the
intersection where time, water, crystal, cave, torches, experience-seekers, and their chroniclers
are bounded together and communicated as art; entering the world of Kant in his hometown of
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Konigsberg, which he rarely left, and our world too by way of our “twin” who was there to
experience it in person.
The passage comes immediately before Kant’s famous phrase “Beauty as the symbol of
morality,” which reinforces the purpose of the faculty of aesthetic judgement as communicability.
Sharing is intrinsic to judging because it holds the properties, in Kant’s words, of “a universal
feeling of sympathy” and a capacity to “communicate universally our inmost [feelings].” Kant
makes a bold claim that contemplating the beautiful has a therapeutic effect on health, not only
generating personal well-being, but the “furthering of the entire life of man” (159). The
statement implies a change in social condition by virtue of thinking. The bridge is this meeting
ground for the individual and the whole. The “where” of everything matters, but it is only
through form, or more accurately, through a thoughtful and aesthetic engagement with form in
the twin world of being both inside thinking and being in the world, that “place-making” (i.e.,
communicability) happens. Jaar’s Lights in the City accomplishes the task in an overt and
expansive way because of its grounding in locality that is thought through its aesthetic form as a
“thinking-through-place.” In contrast, because of the limits of representation, The Eyes of Gutete
Emerita offers no ground: its journey is already at its end. The image provides no standing for
shelter, gathering, letting be, or clearing space that are all part of place-as-medium.

1.6 The ontology of the bridge in Martin Heidegger’s reading of Hölderlin’s Hymn “The
Ister”
Another discussion of a bridge helps us to turn towards an ontological aesthetics, noted
by Vattimo as Heidegger’s “ontological difference,” or “the relation that joins and disjoins Being
and beings” (14) that is the framework adopted in this dissertation to best understand place-asmedium. A bridge in general allows for things to gather – people, resources, and industries, but it
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is only in the poem about the bridge where you can become nearest to the truth of that place –
much nearer in fact than the laborer who crosses the bridge every day to get to his work. A
bridge along a river can be a starting point to define in philosophical terms the time/space
element of historical-being that comes into play in “thinking through place.” Using ontology is
necessary for place-as-medium because ontology is thinking of Being from the inside. Place-asmedium necessitates thinking from the inside of the event of the world, not metaphysically that
positions a spectator outside.
Heidegger often returns to the theme of a river as journeying. A river is a place where
nature, human building, human activity, and poetic essence of time as a history come together,
similar to the gathering place deep inside the Grottos of Antiparos found in Kant’s Critique of
Judgment. Rivers are personal for Heidegger. He talks about rivers that he knows intimately, like
the Ister (the Danube), and often uses the example of the Old Bridge in Heidelberg that crosses
over that river as it is revealed in a Hölderlin poem as a way to ruminate on thinking as a
philosophical-propositional-thinking praxis. The famous poem is the subject of Heidegger’s
lecture course delivered at Frieberg in 1942, “Hölderlin’s Hymn ‘The Ister’” in which he quotes
excerpts of the poem:
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“The Ister River.” By Friedrich Hölderlin (1803) (excerpt)
It is useful for the rock to have shafts,
And for the earth, furrows,
It would be without welcome, without stay.
There is no welcome where no meal, no food And drink can be offered. There is no stay
here for mortals, in the sense of dwelling at home. If mortals are to be made welcome and
to stay, there must be water from the rock, wheat from the field:
It is useful for the rock to have shafts,
And for the earth, furrows (Heidegger, What is Called Thinking 190)

Heidegger admired the poems of Hölderlin for their descriptions of nature that connect the river
to the riverbed: without the cut of rocks into the earth by ages of time of the water flow, there
would be no “home” for the river. Neither river nor shafts of the rocks precede each other; they
co-make each other. The is the event of being that can only be understood ontologically, not
metaphysically. The origin of the furrows in the earth that are the riverbed is equivalent to the
deep originary thinking in the philosophy and poetry of the Early Greek philosophers
Parmenides and Heraclitus, and the in dramas Sophocles, subjects of the 1942 lecture series on
“The Ister,” and subject to which the philosopher continued to return throughout his work on
overcoming metaphysics. In his first major publication Being in Time, for example, Heidegger
writes about the river in his search for the meaning of being (Dasein) as a site of human dwelling:
“The river is the locality of the dwelling of human beings as historical upon this earth. The river
is the journeying of a historical coming to be at home at the locale of this locality. The river is
locality and journeying” (Hölderlin’s Hymn 33). The phrasing “locality and journeying” not only
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describes that which is particular and special about rivers, but it is also as an alternative naming
of “space and time” (Hölderlin’s Hymn 39).
The grounding in locality anchors thinking on the earth, but the form of the gesture of
thinking is what constitutes locality when it comes to aesthetic thinking-through-place.
Regarding the shaping of time and space, or, more simply time-space, with poetic language,
Heidegger’s lecture course on Hölderlin’s poem The Ister explains that rivers, as experienced by
human beings, hold together an essential unity that is primordial. This “nearness to being”
(Young 125) is what Heidegger calls dwelling. Julien Young notes the relational aspect of
dwelling as “both caring for and being cared for” (Young 129). In the 1951 essay, “Building
Dwelling Thinking,” Heidegger writes:
If all of us now think, from where we are right here, of the old bridge in Heidelberg, this
thinking toward that location is not a mere experience inside the persons present here;
rather, it belongs to the nature of our thinking of that bridge that in itself thinking gets
through, persists through, the distance to that location. From this spot right here, we are
there at the bridge – we are by no means at some representational content in our
consciousness. (Basic Writings 358, emphasis his)
Scholars regularly cite this passage when talking about the aesthetics of place, also focusing on
the bridge. In his book Heidegger’s Topology, Malpas points out the connection in the essay
between place and space: “Returning to place is thus not a returning to a stable and fixed spot on
earth, but rather a freeing up of the essential questionability of beings and being, of thing and
place, of self and other – this is the reason why returning to place, as Hölderlin makes clear,
stands on an essential relation to ‘journeying’” (310). What is important is that location comes
about through thinking: and when thinking about a river, the thinking gesture always involves
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the activity of journeying. Later in the essay, Heidegger extends the meaning of place beyond
location or site:
To be sure, the bridge is a thing of its own kind; for it gathers the fourfold in such a way
that it allows a site for it. But only something that is itself a location can make space for a
site. The location is not already there before the bridge is. Before the bridge stands, there
are of course many spots along the stream that can be occupied by something. One of
them proves to be a location; and does so because of the bridge. Thus, the bridge does not
first come to a location to stand in it; rather, a location comes into existence only by
virtue of the bridge. (Basic Writings 355-56)
There is a sense of a dynamic quality of interplay between the man-made bridge, nature, and the
human activity at the river’s crossing. Heidegger further states: “To say that mortals are is to say
that in dwelling they persist through spaces by virtue of their stay among things and
locations. (Basic Writings 358). This spatial thinking experience of nearness to locality that
appears around bridges is “topological thinking.” In fact, Malpas says that all thinking is
topological (Intelligence of Place 2).
If we follow this idea that location along a river, which already holds “locality and
journeying” as a dynamic quality, comes into existence through an entity such as a bridge, then
the light in the cupola in Montreal has its own particular unity of place and time-space. The
artwork shares some qualities of the bridge in The Ister in that it is situated in the land for the
purpose of gathering people together. As art, the form intervenes into the world in a non-ordinary
way. Can we extend Heidegger’s insight that the poeticizing of rivers holds a distinct
construction of the unity of time and space as “locality and journeying” to other entities that may
have different fundamental characteristics? Each of Jaar’s public interventions show themselves
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through a simple elemental gesture. Lights in the City is “sending out a distress signal.” The
simplification of place to a single form is one of the defining characteristics of Jaar’s work.
Every project comes out of the research process itself. Inside the poeticized space this artwork,
the unity of time and space would not be “locality and journeying” but something like “locality
and signaling.” This is the shape of the gesture of thinking-through-place in Jaar’s Lights in the
City that is accomplished through the form of the thinking gesture, not as journeying on a river,
but as signaling distress.
Jaar’s political art speaks forcefully and loudly about the power of art to insert itself into
ideological systems in order to disrupt and possibly rectify the failures of those systems. The end
of the Rwanda project marks Jaar’s turn away from the “political montage of images” into
artistic practice that falls into a category that can be described as the appearance of place. It is
helpful to note that Rancière in each of these orientations sees art operating in a singular world,
which betrays his formula as conforming to the world as an image – what Heidegger calls the
World Picture. Place-as-medium does not operate this way. Unlike in Rancière’s theory of
dissensus that treats the “aesthetic realm” as a whole to be partitioned and unpartitioned by the
image, an aesthetic theory of place-as-medium sets up boundaries of place – with a particular
horizon in which specific things and relationships appear. Place-as-medium art like Lights in the
City force us to think through place in the newly configured world of the artwork from the inside,
or ontologically. Place-based art situates us inside the world building through the activity-form
set up by the artwork, which forces us to think from the “inside” as well.24 In order to understand
these art projects as events of place, a new aesthetic theory framework for place-as-medium
needs to be developed.
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Fig. 7. Installation View. Alfredo Jaar, Rwanda, Rwanda (1994), poster in kiosk in Malmö,
Sweden.
It is through a push for visibility that we can see a transition in Jaar’s career from a
critique of representation to the appearance of place. Transplanting the genocide into the social
fabric of a city in a far-away location becomes the precursor to Jaar’s new modality of working,
which I define as place-as-medium practice. Art that utilizes place-as-medium brings together
people in a way that challenges the idea of the art object. The outcome of Jaar’s work on Rwanda
culminated in a project, Rwanda, Rwanda (1994) (see fig. 7) that was one of the artist’s first
public interventions in the Rwanda Project series of artworks. The project consists of a simple
white poster that repeats eight words in eight lines in bold, black font: “Rwanda, Rwanda,
Rwanda, Rwanda, Rwanda, Rwanda, Rwanda, Rwanda.” Jaar put a series of the posters inside
standing light boxes made to resemble on-street advertisements, and placed them at bus stops,
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street corners, and other public spaces in Malmö, Sweden in 1994, where Jaar was invited to do a
public project. Jaar describes the project:
These posters, scattered around the streets and squares of Malmö, Sweden, reduced the
rhetoric of advertising to a cry of grief. But they also served notice on a complacent
public: ‘You—in your tidy parks, on your bicycles, walking your dogs—look at this
name, listen to this name, at least hear it, now: Rwanda, Rwanda, Rwanda... The posters
were a raw gesture, produced out of frustration and anger. If all of the images of slaughter
and piled corpses, and all of the reportage did so little, perhaps a simple sign, in the form
of an insistent cry, would get their attention. (Alfredo Jaar, http://imaginarymuseum.org)
The statements are a departure from the critique of representation seen in The Eyes of Gutete
Emerita. The posters enable the catastrophe of Rwanda to appear in a faraway place and move
the issue from out-of-mind to “see me.” Nevertheless, just like an advertisement kiosk, the
Rwanda poster is imported into a place but does not derive from the place where it appears, and
it therefore does not fully count as place-as-medium. The distinction, as we will see, is that
Rwanda, Rwanda project does not open a new space of possibility out of a play of places.
Besides raising awareness, it is hard to see how Jaar’s project in Sweden changes conditions in
Rwanda. The work remains a call for change only from the outside.
Jaar’s work is not immune to criticism in terms of ethics either. Representation as a mode
of art production in Jaar’s political art is revealed to have the capacity to inflict harm. Ethics here
must be considered as a responsibility of the artist. Place-as-medium can avoid the potentially
manipulative nature of representational art. Place-as-medium expands the field to include all that
is gathered, human and beyond.
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Gianni Vattimo concludes his book, Art’s Claim to Truth, with an analysis of Alfredo
Jaar’s Rwanda project, not through a critique of the image on the register of representation, but
as an ontological analysis of the phenomenon of breaking news (164). It is notable that Jaar is
one of the few contemporary artists discussed in Vattimo’s book, especially as the materiality of
all the artworks of the Rwanda project deal with photographic technology, and not the
distribution of worldwide media reports. Nevertheless, Vattimo sees Jaar’s claim to truth in art as
entering the hermeneutics of news. He reads the limits of representation in the artworks as a truth
of the current manipulative quality of media on society, especially the failure of the world to
respond to the Rwandan genocide in time to prevent its brutal end. As Vattimo concludes, truth
is “not as a universal ‘truth’ about nature or existence but precisely as news in its everyday sense”
(164). Gutete Emerita’s gaze speaks the truth of our collective failure to intervene, and by
entering that hermeneutical space where we recognize ourselves as not only witnesses, but also
equally implicated and accountable participants: ourselves and our twins. As a tool of ethical
conjoining in this sense, Jaar’s work moves beyond the subjective and representational regime of
art that deals with an Aristotelian framework where art is about finding recognition of the self in
relation to all human possibilities, to return to the ontological register of truth. While Vattimo
has made a move towards the ontological, we will see in the next chapter, the tremendous power
of place-as-medium is in its expansive possibilities to take thinking-through-place out of the
philosophical into the real.
Place-as-medium art practice, due to the inherent presence of boundaries of place held
together by the relationality of shared authorship offers an alternative to the potential tyranny of
images produced as metaphysical representations. Chapter two explains more fully the aesthetic
force of boundaries of place in art.
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CHAPTER TWO
Boundaries of Place in Alfredo Jaar’s Public Interventions

Boundaries are actually the main factor in space, just as the present, another boundary, is
the main factor in time. – Eduardo Chillida

While Heidegger’s writings on art concern traditional understandings of art as painting,
sculpture, and architecture, the three projects by Alfredo Jaar in this chapter will be used to bring
Heidegger’s ideas to bear on contemporary place-as-medium practice. In contrast to the art
object, place-as-medium art practice brings about the appearance of things in a complex way that
demands an equally complex, detail-oriented engagement with thinking through place, and a new
aesthetic theory to champion it. The mediation of ideas through the place aesthetic reveals an
underlying truth about a place. Most importantly, place-based art introduces a new type of civic
engagement that, as an aesthetic event shared across a community, can be a powerful force in
shaping or reshaping the social fabric. Understanding the significance of the boundaries of place
in Jaar’s projects will set up the possibility of understanding where we are in terms of
phenomenological experience of the space of art to a greater degree.
To understand place-as-medium in art requires coming to a philosophical understanding
of what “place” is. One of the most useful definitions of place comes from Australian
philosopher Jeff Malpas. In his 2017 essay, “Thinking Topographically,” Malpas writes, “Place
is, in summary terms, the dynamic opening that occurs within bounds. As such it does not
operate as a determinate principle in its own right, but rather as making possible the
determination of that which appears within and in relation to it” (11-12). Artists who use place-
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as-medium are skilled producers of appearance of place. In the vast options of landscapes, by
orchestrating forms that set the boundaries of place so that the world appears anew, they bring us
in, in ways that traditional forms of art only imagine. In the following pages, I will describe and
analyze three public interventions by Alfredo Jaar to show how each of them presents a unique
concrete form and correspondingly unique configuration of thinking-through-place that creates
their own thinking-events that lets people be together with each other in relationship to other
things in the world, including social realities, in new ways. The three projects will allow us to
begin to break down the mechanisms at play in place-as-medium art, especially the event of art
that pulls together things in a boundary of place.
Jaar’s public interventions speak through place by utilizing poetic forms of thinking: such
as sharing a sense of wonder, or concern around an issue, or a community awakening in order to
bring about social consciousness in a way that is different from social critique. As we established
in chapter one, place-as-medium sets up a special kind of “thinking through place.”25 As Malpas
states in Heidegger’s Topology, “place should not be assumed to be identical with the ‘where’ of
a thing. Although this is one sense of place, it is not the only or the primary sense – place also
refers us to that open, cleared, gathered ‘region’ or ‘locale’ in which we find ourselves along
with other persons and things” (28). Place-as-medium artworks allow us to think on what
appears in that dynamic, open, and bounded space. In the case of Jaar’s place-as-medium
artworks, the ‘thinking through’ is a mode of belonging. In the Jaar project we have already
considered, Lights in the City, commuters making their way home share in the glow of the old
granite building emitting light over downtown at the confluence of the Ottawa and Saint
Lawrence rivers with those surviving inside the shelters. The city in that moment of connection
includes the utopian thought that the homeless problem can be solved. It is in thinking through
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the remaking of form where the meaning is made. Therefore, we have seen that it is essentially a
social consciousness – a way of thinking – that is evoked by Jaar’s place-based works. The
chapter hopes to lay out a preliminary analysis of why place-based contemporary art offers a new
way to look at these fundamental categories of thinking-through-place through their unique
gestures of thinking.
The dynamic force of place-making is presented through three projects by Jaar. The first
is Music (Everything I know I learned on the day my son was born) (2013), an audio installation
at the Nasher Sculpture Center in Dallas, TX that broadcasts the first cries of newborn babies
from the greater metropolitan area into its specially designed sitting pavilion inside the sculpture
park. The second is Dear Markus (2001), a series of letters in the landscape in the Turku
archipelago in Finland addressed to a young teenager who travels by boat for four hours each
way to get to school. And the third is The Skoghall Konsthall (2000), a paper and lumber art
museum that is the first arts and cultural institution building in a small mill town in Skoghall,
Sweden.
These three artworks appear in the public sphere and, importantly, they all use existing
conditions of place to change the condition of place. The condition of sharing a sense of place
characterizes place-as-medium artworks. Therefore, the way in which the works appear in the
city or the town or the landscape are not representations, and therefore analyzing them through a
measure of subjective, representational thinking is not adequate. Because these artworks engage
with the social imagination, thinking is activated beyond a single subject. The missing, or
obscured element of place in Kantian transcendental subjectivity is finally located in the
extended thinking through what appears as communicability in these three important artworks.
Understanding these public interventions spatially, with the artistic form as being the
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establishment of boundaries of place that determine new possibilities for relations, speaks to the
recognition of the importance of the activity of gathering in place-as-medium. The appearance of
shared aesthetic space makes possible a new kind of productive, collective thinking through
place that expands the aesthetic reach of the public sphere. As such, art’s capacity to create
boundaries of place can be a new focus for socially engaged art practice.
The chapter works through, in turn, the topics “appearance of place,” “forms of place,”
“language of place,” and “events of place,” through the different Jaar projects. The aim is to
show how the artworks, by their concrete forms, establish new boundaries of place through the
unique ways they instigate “thinking through place” gesturally. The artistic gesture of thinking
through place gives rise to a more inclusive and ethical relationality than is possible in
representational art set up by metaphysics. The artworks set up the boundary in which these
relational transformations can occur. Far from being limited by constraints of representation to
the subject, and anything but autonomous, these artworks that work through the dynamic of
place-as-medium retool the mutuality of relationships that make up our world. I argue that Jaar’s
works are created in relation to place as a social space of possibility, where possibility is defined
as the condition of the boundary of place. Beyond individual self-reflection, place-as-medium
expands aesthetic thinking as a collective activity as demonstrated by the three projects discussed
in this chapter. The artistic mechanism functions as what Gadamer called “the fusion-horizon”
(Vattimo 133). Vattimo tells us that Gadamer describes the “happening of truth” as a play and as
a “fusion of horizons” that ties locality to historicity, noting that Gadamer began using the term
Horizontverhmelzung “after having extended the model of aesthetic experience to historical
experience” (Vattimo 133).
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The chapter offers an overview of Heidegger’s distinction of place and space, with a
focus on what can be described as poetic thinking, or the space of art as an alternative to
calculating or ideological domination of social space that characterizes representational thinking
in the framework of metaphysics.
I will introduce ideas about poetic configurations of space and time as a thinking through
place in one of Heidegger’s most important writings about place and the space of art, his late
essay Art and Space from 1969. Other key thinkers who are interested in the connection between
space and place in Heidegger’s philosophy include: Edward Casey, Alejandra Vallega, Daniella
Vallega-Neu, Andrew J. Mitchell, and Giorgio Agamben, and others. They all trace the change
in the way Heidegger thinks about spatiality, shifting over time from understanding space as a
non-dynamic spatiality in relation to Dasein (the self-awareness of “Being”) in Being and Time;
to his late writing on art where the space of art is a dynamic presencing of place. Casey, in The
Fate of Place, says Heidegger’s late writing freed up the role of space “so that singular events
can occur in its midst, including Ereignis as an ultimate Event” (279). Vallega, in Heidegger and
the Issue of Space, writes:
In contrast to the thinking of Being and Time, here spatiality is not engaged in terms of
entities, but rather has the performative character of letting beings be. Spatiality appears
as a figure similar to Timacus’ chora, a kind beyond kind, a figure of the presenting of
being that remains outside determination in terms of objective and ideal presence. (179)
When we name the boundary of place in place-as-medium, we are invoking the kind-beyondkind that the ancient philosophers named the chora. The boundary of place does not show itself
in the same way that the chora does not show itself. They are both an exteriority and a space of
gathering where we come to know what matters. Daniella Vallega-Neu, in explaining
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Heidegger’s work Contributions to Philosophy: An Introduction, writes “Humans allow the truth
of be-ing to occur not only as withdrawal, but as enowning event in which they come to be who
they are in relation to the gods” (43). In The Fourfold, Andrew Mitchell describes the dynamic
nature of the gathering: “things exist within a cluster of relations that draws them out in
innumerable directions and in varying degrees. They give themselves out to the world. And in
doing so they are bridges also” (14). Finally, I will turn to the work of Giorgio Agamben, who
writes about exteriority as a space of gathering of community. For Agamben, the exteriority of
what matters (his name is “whatever”) is directed at what he calls the “coming community”
(Coming Community 1). The boundary of place is an exteriority that is the relationality of the
involvement of all things gathered together. The artistic forms of place-as-medium are newly
created exteriorities that make space for the dynamic act of caring together through the medium
of place.
Because we live in a time where people and places are being brought together in ways
that enact important social transformations – in many cases setting us on a path of global crisis –
a philosophical understanding of art that is enacting “the play of places” takes on a new urgency.
Art that utilizes place-as-medium brings together people in a way that breaks apart traditional
conceptions of what artistic form can do in the ways in which their art forms set up our thinking.
As a mode of topological thinking, this new art brings together places in a way not noticed
before in art and offers a way to open up realms of possibility for transforming the way we make
use of space for events to happen. In the following section, we will look at how Heidegger’s Art
and Space is a performance of thinking through the space of art by participating in the event of
its situational and occasional coming to being.
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2.1 Repositioning Martin Heidegger and Eduardo Chillida’s art collaboration, Art and
Space (1969) as an aesthetic-thinking praxis

Fig. 8. Martin Heidegger, Eduardo Chillida, Die Kunst und der Raum (Art and Space), 1969.
Bilbao Museum, Bilbao, Spain.
Heidegger’s Art and Space is both a rumination on sculpture and an experimental fusion
of thinking and art. The essay, only five pages in length, was written for the occasion of an
artistic collaboration between Heidegger and the Spanish Basque sculptor Eduardo Chillida
(1924-2002) at the Erker Gallery in St. Gallen, Switzerland in 1968.26 The two men connected in
the 1960s, and carried on an ongoing philosophical dialog for the rest of their lives.27 The
unusual artistic collaboration honors the affinity of both men’s work to each other, as Heidegger
believed that Chillida was saying the same thing about space and place in his sculptures that he
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was saying in philosophy. Chillida was likewise drawn to Heidegger’s ideas about space and art
(Rodero 367-378). Chillida’s thinking about the boundary shows the kinship when he states:
“Boundaries are actually the most important aspect of space; just as the present, also a boundary,
is the most important aspect of time” (Zeit Contemporary). The concern for the boundary is
evident in Chillida’s most famous monumental public sculpture, Peine del Viento (Wind Combs)
(1977), a set of three dramatic open bronze talons jutting out of the rocks on the ocean near his
hometown of San Sebastián, Spain. The Wind Combs are in conversation with each other, but
their placement out on the cliffs marks the joining of civilization and nature at the boundary of
land, wind, and sea. As sculptural bodies, they are not self-contained. Andrew J. Mitchell, in his
book Heidegger Among the Sculptors, discusses Chillida’s work in particular to say: “Bodies
move past themselves, entering a space that is always receiving them to communicate and
comingle in the physicality of the world” (1).
Going far beyond a catalog essay, Art and Space, like Chillida’s Wind Combs, is
indelibly tied to its finitude. Heidegger and Chillida’s artist book consists of seven lithograph
pages interspersing Heidegger’s words and Chillida’s collages on paper as a capturing of the
synergy between their ideas and work (see fig. 8). Heidegger concretely emphasizes the
materiality of the boundary by writing the text in his own handwriting on stone so that the pages
can be litho-printed with Chillida’s artworks and bound together as an art book (Heidegger
Reader 305). Chillida’s compositions play with black chunky forms and differing shapes of offwhite paper. On the outside cover of the book, they appear as a linking of closed squares. Inside,
the forms rearrange themselves around the pages as different ruminations on space, sometimes
closer together, sometimes farther apart. As Heidegger’s essay unfolds, so does the dance of dark
and light lines and shapes. Together, they tell a story so that the space of art itself becomes the
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subject in both text and image. What becomes embodied, in Mitchell’s words, is “the spacing of
sense and relation” (Among the Sculptors 66). 28
In Art and Space, Heidegger directly considers the space of art in sculpture. He asserts
that the “real space” formed by a sculpture is not a domination or occupation of
technological/physical space, but rather a “bringing forth” of space that admits something and
“prepares for things the possibility of belonging to their respective whither and, out of this, to
each other” (Heidegger Reader 307-8). The interplay of three ‘regular’ spaces that we think of –
the space within which a sculptural form can be encountered, the space the object takes up itself,
and the empty space around the object – have nothing to do with art’s “true space.” This true
space, he explains, is grounded in locality, where locality is “the combined play of places” (308).
The short essay is a culmination of Heidegger’s long reflection on the way much of life is
over-determined by technology, even though the subject is not stated explicitly. Heidegger
defines technology not as gadgetry, but as a force of ordering (Heidegger Reader 279). William
Lovett, in his commentary on “The Question Concerning Technology,” notes “[Ge-Stell] is
fundamentally a calling-forth. It is a ‘challenging claim,’ a demanding summons, that ‘gathers’
so as to reveal. This claim enframes in that it assembles and orders” (Lovett 19). Modern
technology runs with a calculating logic at its heart, where things (including humans) are turned
into “inventory-pieces” that are usable and replaceable (Heidegger Reader 282).29 To be under
technology’s jurisdiction is to be “beset” into an inventory (Heidegger Reader 272). To submit
to the spatiality of technology is to agree to the conditions of universality. Modern technology’s
hold on space is so pervasive that it is almost impossible to see. A. Mitchell sums up Heidegger’s
view of technology as “an assault on space” (Among the Sculptors 8).
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What we are concerned with here is the functioning of representation and appearance as it
relates to the boundary of place. In the 1938 essay called “The Age of the World Picture,”
Heidegger shows that modes of representation are not neutral. He says that the fundamental
event of modernity “is the conquest of the world as picture” (Heidegger Reader 221).30
Representing the earth as a blue marble positions the viewer in outer space, looking back. We
can see that the achievement of space-travel and the generation of the image-object of the earth
from space is exactly the kind of “universal besetting – gathered from itself” that Heidegger
reworks as self-generating mode of manipulating appearance. Such a total subjectification of the
earth by humans is a moment when “the quantitative acquires its own kind of quality, becoming
thereby a remarkable form of the great” (222). In the essay, Heidegger explains the spatial
phenomenon as a form of measurement. The spatiality of the World Picture is measurement itself.
He writes: “A sign of this event is the appearance everywhere, and in the most varied forms and
disguises, of the gigantic. The implication is that the modern age comes about when a switch
happens in thinking that lets things appear as “gigantic,” not in the sense of a gigantic sea
monster or storm, but in the sense of nearly limitless supply. At the same time, the gigantic
announces itself in the direction of the ever smaller” (222). Whether the earth from space, or a
sub-atomic particle, a way of measurement (i.e., calculation), becomes the predominant mode of
being in the technological age. Not only has the Age of the World Picture dominated through its
dominating mode of representation, but it has conquered all other worldviews.
The “bringing forth” of space mentioned in Art and Space is in contradistinction to
technology’s configuration of space as a “challenging forth into ordering;” something Heidegger
talks about at length in his 1954 essay “The Question Concerning Technology” (Basic Writings
330). While instrumentality is “the fundamental characteristic of technology,” instrumentality is,
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in essence, “a revealing” of its pattern of ordering (330). The essay traces the root of the word
technology to the Greek techne, or craft, and its relation to Aristotle’s theory of the four causes.
The techne goes beyond mere craftsmanship, the craft is tied to the occasion of its making. The
example given is the silver chalice, whose sacrificial use is indebted as much to the material
silver as to its occasioned making as a sacred vessel (315). Plato is invoked for the way he
combines techne is with the word poiesis in the Symposium: “Every occasion for whatever passes
beyond the non-present and goes forward into presencing is poiesis, bringing-forth [Her-vorbringen]” (10). The essay also recounts Plato’s combining techne with epistēmē: “Both words
are names for knowing in the widest sense. They mean to be entirely at home in something, to
understand and be expert in it” (Question Concerning 13). Heidegger traces the lineage of techne
to early Greek thinking in order to say that the initial setting up of space in modernity is indebted
to the occasion of its making: to fix space for efficiency’s sake so that what is to be made is
reliably replicated. Such spatial reform happens at the establishment of modernity – when
efficiency and never-ending progress began to rule the day. An example of the reconfiguration of
space is enacted by the casting out the gods that lets the blind justice of rational thinking to take
reign.
In “The Question Concerning Technology,” Heidegger says that technology is a way of
revealing (Basic Writings 335). It is in the realm of appearance that technology enters its part in
“destining” (329). When a spatiality such as the World Picture becomes epochal, we can see the
truth of the reign of that spatiality everywhere. He explains what he means by truth in the
concept of a clearing, or aletheia: “Technology comes to presence in the realm where revealing
and unconcealment take place, where aletheia, truth, happens” (321). Using examples of a
hydro-electric plant and corporatized agriculture, the philosopher paints the picture that all of
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nature is set upon by the forces of modern industry “in the sense of challenging it” (320). In
Heidegger’s Topology, Malpas reminds us that such reshaping of the landscape itself is “a form
of the spatial, the spatial being the ordering of space for industrial efficiency” (302). No matter
what kind of spatiality is set up in our thinking, therefore, it is always topological.
Heidegger calls the ordering force of modern technology Ge-Stell. Early on, the word GeStell is described as a kind of framework, as in a bookshelf that positions itself so that books may
be easily stored and ready for use. 31 In his later writings, however, Heidegger updates the sense
of the word’s meaning to include a more active agency. In the essay “The Ge-Stell” of the
Bremen Lectures of 1949, for example, he states: “The word now no longer indicates an
individual object such as a book-case or a draw-well. Ge-Stell also does not signify something
constant that is part of the assailed inventory. Ge-Stell names the universal besetting – gathered
from itself – of the complete assailability of present things as a whole. The circularity of
besetting occurs in and as the Ge-Stell” (Heidegger Reader 273).32 What Heidegger comes to
realize is that what is really at stake is technology’s power to make things appear in the world in
a particular way in a posture of availability. Taking such a consequential hold on what is present
can only happen as representation. Heidegger goes even farther to say that representation is the
“determining ground of modernity itself” (A. Mitchell, Among the Sculptors 28).33 The only way
to disrupt the all-inclusive, pervasive, and self-generating mindset of everything-always-beingavailable-for-consumption is to disrupt the way things appear. The spatiality of technology of the
twentieth century is still with us today: however, the bookshelf is now a web of information
stored in supercomputers and available for now and for the future. The move is from the grid to
the world wide web.

68
In his book, Heidegger and the Issue of Space, Alejandro Vallega writes about
Heidegger’s later writings that conceive of space as performative in the configuring of
relationships: “In contrast to thinking of Being and Time, here spatiality is not engaged in terms
of entities, but rather has the performative character of letting beings be” (179). Space performs
according to the way it is set up, either as objectifying or as preparing/admitting. He makes note
of the significance of Heidegger writing the essay on stone by saying the event of the exhibition
frees the content from the real of the “political” alone:
Because of the finitude and ephemeral character of events of beings and thought, and in
view of their alterity and transformative/exilic characters, all ideologies, political agendas,
the ‘facts’ and ‘realities’ of life, and their necessary call to action, cannot be taken as
simply given concepts, themes, problems, and programs that must be followed as
directives for thought. (176)
Vallega is saying that as an exhibition and not simply as an essay, Art and Space transports us
into the “alterity and exilic character of thought and events of beings” (176).34 Heidegger’s Art
and Space is grounded in the locality of the exhibition with Chillida. As a collaborative
performance in thinking, the project of the essay and artwork itself becomes a place.
The epigraph of Art and Space is a quote from Aristotle in Physics: “It appears, however,
to be something overwhelming and hard to grasp, the topos - that is place-space” (Heidegger
Reader 305). For Heidegger, it is in language – an “emergency bridge, one that is narrow and
swaying” (307) where we can try to understand the special character of space as a space/place
question. The first term for space, and perhaps the key one in the essay, is Raumen, “clearing
away.” Raumen has the meaning “to clear out [roden], to make the wilderness open” (307).
Heidegger writes: “Clearing away, thought on its own, is the freeing of places through which the
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fates of dwelling humans turn toward the safety of a home, toward the calamity of homelessness,
or even toward indifference concerning both” (307). He explains “clearing away” in three ways.
First, he establishes that aesthetic space frees things from the space utilized for calculation and
efficiency in modern technology. Secondly, he connects “clearing away” to the topic of dwelling
and homelessness (a main spatial theme in his early text Being and Time). Thirdly, he connects
“clearing way” to the freeing of place: “it lets what is open hold sway, which among other things
grants the appearance of present things to which human dwelling sees itself consigned” (307).
All three of the projects by Jaar in this chapter hold the spatial character of “clearing away.”
Understanding positionality is a crucial lesson of Heidegger’s rumination about space in
both modern technology and art. Underlining the significance of Heidegger’s late thinking, A.
Mitchell in The Fourfold, decides to exclusively translate Ge-Stell as “positionality” (49). To use
the word “positionality” is to search for agency in spatiality. The founding positional moment of
Western thinking is separating the subject and object as a way to find truth. Under modern
technology, that representational objectivity becomes the “machination of objectivity” (Fourfold
26). Under the paradigm of consumer capitalism, space ultimately settles into what Mitchell calls
the “positionality of circulative replacement” (26). The greatest danger of Ge-Stell as the
dominant mode of spatiality is that it is concealed. We don’t notice it. But just as in the Stoss or
quake of interpretation of a work of art, when we set the task of our thinking to see it - when that
danger appears to us – we become participants in a newly opened space of appearing and can
participate in the agency of that opening of space through our own agency of belonging.
It is in the realm of appearances where art is a challenge to technology’s overpowering
challenging forth. Art, as Heidegger says in The Origin of the Work of Art essay, “lets truth
originate in its own way, it is a letting-originate: an origin” (Basic Writings 148). Recalling
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Vattimo from chapter one, when considered in the inter-subjective dialogue of interpretation of
the artwork, what the Stoss accomplishes is that it “suspends in the reader all natural
relationships, making strange everything that until that moment had appeared obvious and
familiar” (Vattimo 152). The world appears differently. Space is released from the reign of
positionality. We are transformed as spatiality is configured anew. The change is not in things –
it is in relationality. A. Mitchell identifies the essential trait of things as “the instantiations of an
‘ontological’ relationality” (Fourfold 14). Things are not objects in and of themselves but are
objects within a complex web of relationality that extend beyond the limits of their objecthood.
He writes “the thing gestures out beyond itself, exposed on all sides, and shaped by nothing it
would possess on its own, but instead by a world that ever exceeds it” (14). In taking note of the
vulnerability of relationality as agency, we can reclaim positionality as an ethical position.
Another place to look for agency in spatiality is in Heidegger’s complex explanation of
the activity of concealment and unconcealment of the truth in art. In a late essay called “The
Turning,” Heidegger dramatically gives agency to a kind of ontological illumination as a turning
of insight of Being from inside and outside of itself. Light and dark are stand-ins for emergence
of different worlds of appearance that vacillate in and out of each other in that open space of
illumination. Heidegger continues: “When the danger is as the danger, with the turning about of
oblivion, the safekeeping of Being comes to pass; world comes to pass. That world comes to pass
as world, that the thing things, this is the distant advent of the coming to presence of Being itself”
(Heidegger Question Concerning 43). The “saving power” of technology coming out of its
“danger” is the agency of illumination. With regards to the danger of technology, Heidegger calls
it the “inflashing of world into the injurious neglect of the thing” (48). In coming to see how
giving over space a pre-determined positionality of “ready at hand and ever-replaceable,”
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positionality actually places all things into a state of injurious neglect. The unconcealment of the
danger of that neglect is a moment of truth. After Heidegger, we can give attention to
positionality by “thinking through place.” That is how place-as-medium works as an ethos of
care.
Reimagining positionality allows a nuanced reading that is relevant to Art and Space and
place-as-medium art practice in general. How does “genuine space” uncover its authentic
character? Heidegger explains: “The special character of space must shine forth from space itself”
(Heidegger Reader 306). The key terms dealing with art’s spatiality appear over and over in
Heidegger’s writing. They appear in Art and Space in the following order: “clearing away,”
“making room,” “gathering,” “that which regions,” and finally “to empty.” In the Art and Space
essay, Heidegger underlines art’s capacity to show the self-illuminating nature of space: “If it is
granted that art is the bringing-into-work of truth, and truth means unconcealment of Being, then
must not true space – that space which uncovers its ownmost peculiarity – become decisive in
the work of visual art?” (307). Because Art and Space is not a stand-alone essay, but intrinsically
an artistic collaboration, more than a direct correlation between the changing spatial constructs of
Chillida’s collages can be made to Heidegger’s passage on space uncovering “its ownmost
peculiarity.” Each collage sets up its own composition of spatial relations. We move through
their movements as we are moving through the text. But more than a visual illustration of
philosophy, Art and Space concretizes the dialogue between the sculptor and the philosopher. It
is at the exteriority of facticity where we can locate the boundary of place in real terms. The
project sets up a world in and of itself whose boundary is art and philosophy’s belonging
together.
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2.2 The measure of space in Alfredo Jaar’s “Music (Everything I know I learned the day my
son was born)

Figs. 9, 10. Installation Views: Alfredo Jaar, Music (Everything I know I learned the day my son
was born) (2013-14), Nasher Sculpture Center, Dallas, Texas.
We now turn to another project by Jaar that helps us explore the topic of the boundaries
of place in a place-as-medium art practice, Music (Everything I know I learned the day my son
was born) (2013-14) (hereafter Music). The project was installed at the Nasher Sculpture Center
in Dallas Texas from October 19, 2013 to February 16, 2014. Formally, the work is a simple
one-room, open-aired wood-framed structure with semi-transparent walls of plexiglass panels in
different shades of green (see figs. 9 & 10). Visitors can enter the space and sit on one of the
chairs lining the perimeter of the room to rest their feet. Every so often, hidden speakers
broadcast an interesting sound: the anguished first cries of a newborn baby. The title of the piece
calls attention to the significance of a very personal moment in the artist’s life, but it also offers
an invitation to delve deeper into the significance an artwork asking us to think through such a
personal and profound moment of introduction in a larger context. The occasion for the artwork
was a celebration of the museum’s 10-year anniversary. The Nasher Sculpture Center offers
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access to a world-class art collection. In trying to get a sense of the 10-year history, however,
Jaar questioned whether Nasher Sculpture Center was really open to all. With his project, Jaar
did not want to simply make a commentary on the exclusivity of contemporary art: he set out to
change that condition with an artwork.
As in all of his public interventions, Jaar needed to find an appropriate form that could
create the gesture he needed to change the condition of place in the artwork. In Music, the project
originates in the question, “who is not here?” at the 10th anniversary of its founding. To change
that answer, Jaar set about to map Dallas through artistic research, and in doing so, he noticed
that there is a string of city hospitals ringing the city. He realized that partnering with the
hospitals could be a way to reach people from the underrepresented neighborhoods. What cuts
across all lines of class and privilege? He learned the answer to that question the day his son was
born. With the help of nurses in the maternity wards, he recruited hundreds of families to join his
project. By agreeing to have their baby’s first cry recorded and used in the installation, the
parents in exchange would receive a life-long membership to the Nasher Sculpture Center on
behalf of their babies to be used and eventually transferred to them. The hundreds of families
who may have never stepped foot into the park were welcomed as part of the Nasher Sculpture
Center family – and the babies now retain the membership for life. That gesture of inclusion with
the family memberships is matched exactly with the gesture of inclusion experienced by visitors
lucky enough to share the intimate moment of hearing the babies’ first cry, the timing of which
corresponds to the time of day of the baby’s cries that accumulated over the course of the
project.35
Jaar’s Music sets up a beginning place to start thinking about one aspect in the broader
Heideggerian topic of the space of art in place-as-medium art practice: “the gathering of place.”
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Place-as-medium always turns an artwork into an activity of thinking that is different from
representational thinking. By way of comparison, landscape paintings are representations of
place, but the paintings are separate from the places they are depicting. What place-as-medium
art has in common with traditional landscape paintings is that they have the same capacity to
make a particular world appear. The difference is that the world that appears in painting is
framed within the picture, whereas in place-as-medium, the artwork is the gathering of things to
appear in the world demarcated by a boundary or limit that is appropriate to its appearance. In a
2016 lecture, “Place, Space, and Modernity,” at the Institute for International Studies, University
of New Mexico on November 14, 2016, Malpas asserts that space/place (Greek topos) is tied to
boundary or limit: “not a mere line within space, nor restrictive, but constituting a horizon
belonging to a place that allows things to appear in that space.” He offers the example of a piazza
whose limit or boundary gives room to things, gives space, is directly related to, or “appropriate
to that which appears” (“Place, Space, and Modernity,” 2016).
The Heidegger/Chillida collaboration Art and Space defied being a representation of
ideas by performing itself as an artistic collaboration. The artistic book is the world where its
ownmost space of art reigns. The book form is appropriate for what appears as philosophical
praxis as art and space. The artwork Music is likewise a performance of appearance whose form
(boundary, limit) is appropriate for an art institution bringing a community together. Its form sets
up a different framework of thinking, however, than sculptural objects that are the embodiment
of their world such as the Art and Space art book. Recalling our defining the boundary as a limit,
not as an enclosure of space, but as the beginning of the world opened up by the finitude of the
artwork, the two ways that the artwork sets up thinking are distinct. A. Mitchell tells us, taken on
“its own terms, Heideggerian thought is “ultimately thinking of finitude” (Fourfold 4). He
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explains:
To think the finite is to think the limitation of a thing as the surface of its exposure to the
world beyond it. The limit of a thing is its interface with that beyond. But this means that
to be finite is to extend past oneself and enter into a multiplicity of relations. Finitude is a
kind of relational “radiance,” we might say. (Fourfold 4)
The finitude of an artwork – its thing-ness – is at once what radiates into the world and what
gathers its own relations. Art and Space radiates out of the world of philosophy and
philosophical artwork. Music as the set-up for thinking is not for an individual, but as a room to
gather in nearness. Place-as-medium exists in a broader field beyond the subjective/objective
construct of representational art because its boundary opens a gathering place of belonging in
whatever form is appropriate.
All of Jaar’s public interventions are remarkable in that they become distillations of a
single gesture, and Music is a prime example. The design of the gesture of Music as a pavilionas-sculpture is meant to be shared in a distinct way from the artistic book form of Art and Space.
In place-as-medium, the viewer is inside the work, not outside. Unlike the fixing of space for
inventory, through Jaar’s design, there is an opening of space where communication and a shared
sense of belonging takes place. A community is brought into the space of art through the
enactment of their belonging together through the form of the artwork. What form the belonging
takes is instigated by the way the artwork’s form orchestrates a gesture. In the case of these
works, the ‘thinking through’ happens not only across people, but also in relation to the entirety
of a city. It is through the shared experience of the form where the meaning is made. Place-based
works produce a consciousness of place. Changing place-consciousness, in turn, changes the
condition of place. Jaar’s public interventions also do not exist outside of the experience of place.
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In the case of Music, the emerald box is a transmission zone for belonging. It works through “the
gathering of place.”
With some basic groundwork done, now it is important to trace more fully the way in
which art can allow us to enter a spatial realm that is distinct from the normal way we set up
space. Joan Stambaugh, in her book on Heidegger The Finitude of Being, describes the move as
calling for a new way of thinking itself: “The task of thinking at the end of philosophy, at the end
of metaphysics, lies in relinquishing representational, calculative, and manipulative thinking in
favor of lettings things be and perceiving them as they are” (54-55). The following section will
look at what Heidegger means by “lettings things be” by examining specific spatial constructs
that appear in his writings on art, such as the Open, the clearing, dwelling, Ereignis
(“Regioning”), and Spielraum (“room-for-play”). These spatial constructions will be put to the
test in the analysis of Jaar’s works related to place with the goal of proposing ways to go beyond
any passive approach towards perception to see the possibility of the generative potential of
social space through appearance.
Heidegger’s phenomenological method of understanding place starts with his initial
ontological investigation of Being as it exists as history. His first major work, Being and Time,
sets out the central aim of the text to interpret Being (Da-sein) in terms of temporality, with
temporality being “the horizon of being” (398) (emphasis his). He explains: “The meaning of the
being of that being we call Da-sein proves to be temporality [Zeitlichkeit]” (15). Although
secondary to temporality, considerations of spatiality in Being in Time introduce key insights that
get developed more fully over the subsequent decades as Heidegger searches for alternative ways
of living in the modern world.
Scholar Tristan Moyle argues that Heidegger’s preference for time over space in Being
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and Time arose out of the philosopher’s early reading of Immanuel Kant’s Critique of Pure
Reason and Critique of Practical Reason. The “turn” (generally agreed upon to have happened
around 1936-37), in contrast, came out of a close reading of Kant’s Critique of Judgment (Moyle
3-5). This explains Heidegger’s increasing interest in space, particularly the space of art. What is
salient is that Kant explains aesthetic judgment as a faculty of the mind that is a “region” that
bridges the faculties of reason and understanding. Aesthetic judgments allow for “the free play of
the imagination,” which is where, for Kant, freedom exists. The Spielraum of Kant that is
trapped inside of subjective thinking is now the playroom opened up by an artwork like Music
that works through place-as-medium. Aesthetic space in each of these treatments can be
described as the region of possibility. What place-as-medium offers is the opportunity to break
out of subjective thinking alone. By entering Music, we become involved in the enmeshment of
relationality of all things gathered within its special and unique gesture of thinking through its
special form, or boundary of place.
In Being and Time, spatiality is introduced under a critique of Cartesian ontology that
takes for granted a basic orientation toward being as “constant objective presence” (89). Instead
of imagining truth as for all time, Heidegger shows that values actually change with time. While
this rejection of metaphysics owes much to the work of Nietzsche, in Heidegger’s handling, a
more fundamental search for the meaning of Being allows for a reassessment of the role of
philosophy. Heidegger hints that there are different kinds of beings and that those different kinds
of beings are shaped by possibly different structures of worlds. For example, Descartes’ “radical
solution” to the medieval ontology was to make everything calculative, regular, and tied to
substantiality. Being and Time characterized Cartesian spatial thinking in terms of the ability to
extend things in space in a rational way: “Extension in terms of length, breadth, and depth
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constitutes the real being of the corporeal substance that we call ‘world’” (84). Access to being
solely through the “I think,” is “the kind of knowledge we get in mathematics and physics” (89).
Mapping the city of Dallas, one could consider the distance between the Nasher Sculpture Center
and the three participating city hospitals as “distant” from each other, however, within the
boundary of place of Music, rules of distance change.
The 1966 essay “The End of Philosophy and The Task of Thinking,” is an expression of
Heidegger’s turn towards spatiality, away from his earlier emphasis on time as “the horizon of
being,” as he proposed in Being in Time (Basic Writings 368). By the time this essay is written,
Heidegger has already reformulated his understanding of the ontological character of Dasein not
as being-towards-death, but as an activity of Lichtung, or clearing of truth (Basic Writings 441).
The change takes shape to play with the performative nature of thinking that the philosopher
began to codify in his Contributions to Philosophy as early as the late 1930s, for example, in
Heidegger’s musings about changing the title of Being and Time to “Clearing and Presence”
(449).36 The space of art, for Heidegger, is a “region of possibility.” Music, as place-as-medium,
also offers an opportunity to look again at the issue of art’s capacity to disrupt the dominant but
invisible spatial positionality of the city that orders relations in a way that Jaar noticed in the
Nasser Sculpture Center’s openness to different classes of people across the city. Jaar’s Music
allows people to enter into the kind of performative thinking through art that frees us from our
normal complicity in the “injurious neglect” of things. When we hear the baby’s first utterance in
the world, we enter its world at the same time, jolting ourselves out of obliviousness into the
wonder that is always around us.
Jaar attempts to change us by changing the way we think spatially by eliminating normal
measurements of distance, such as that regular measurement of distance where Nasher Sculpture
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Center remained a place of exclusivity at its tenth anniversary. The way in which essential
dwelling is thought of as a “nearness to Being” (Young, Philosophy of Art 125) is present in
Heidegger’s early formulation of space in Being and Time. Nearness is mostly discussed in
relation to everyday space and how we care about things that are “at hand.” Commentators
identify Heidegger’s discussion of “dwelling” in Being and Time, as the moment in the text when
the dynamic character of space is exposed in a crucial way as an issue of place. Malpas says that
the “homecoming” here is “a return to the nearness of being” (Heidegger’s Topology 309).
By the writing of The Origin of the Work of Art essay, first developed in the mid to late
1930s, nearness seems to have different characters of agency in equipment vs. artworks. In the
discussion of equipmentality of tools that are ready-at-hand in Being and Time, for example, a
hammer is distant until it is put to use as equipment. This is how nearness works in everyday
space. On the other hand, aesthetic phenomenon is involved in a “bringing forth” in a different
realm from the everyday. In the space of art, place seems to pull us nearer to itself rather than the
other way around. Heidegger says: “In the vicinity (Nahe) of the [art] work, we are suddenly
somewhere else than we usually tend to be” (Basic Writings 161). The emerald pavilion creates a
gathering of place in Dallas that had not existed before. Everyone is nearby. Malpas comments
on this feature of nearness: “That nearness is not a matter of coming into the vicinity of some
single, unique place, but rather of coming to recognize the placed character of being as such”
(Heidegger’s Topology 309).
In Music, the pavilion as an architecture sets up a very intentional space of dwelling. The
cries appear unexpectedly out of the air inside the protected interior sitting area, but not cut off
from the trees and the ever-changing sky over the city. The space of the park intermingles with
the interior space, but the distant neighborhoods also co-mingle freely with city center in the
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space of the artwork. Music sits within Nasher’s park, but it gathers place in a deeper sense.
Malpas’ book Heidegger’s Topology: Being, Place, World has some discussion about
Heidegger’s changing use of words for “place,” one of which is the word Ort. It connotes a
gathering or focus. It can also mean village, or the opening of an intersection on a road. Its
original meaning is the tip of a spear – as in the gathering or focus of the force of the spear (29).
Jaar’s artworks are like the tip of a spear that brings the condition of place into sharp focus – an
invisible homeless population, the lack of a cultural institution, or a shared humanity. In each of
these cases, it is appearance rather than a representation that is the force of the work. Using
Malpas’ imagery of Ort as a gathering spot like a village square is straightforward, but his other
definition, as the tip of the spear, is more dramatic in seeing the “gathering of place.” In Music, it
opens up a village square where a more inclusive Dallas can be established.
Place and space are distinct, but “boundary of place” creates a space of sitting and
listening to the piped in “music” of the timed baby’s cries. “Thinking through place” in the
musical gesture of Jaar’s artwork lets us see the more general connection between space, place,
and the space of art in place-as-medium. Place is appropriated for dwelling through the art of
dwelling. “To inhabit the poetic,” Young tells us, is dynamic and active; it is “both caring for and
being cared for” (Philosophy of Art 129). Music lets us look well beyond any designation of
physical space to see the appearance of the face of a community by letting us hear the sounds of
the city by hearing the first cries of babies across the whole reach of the city. Italian philosopher
Giorgio Agamben has written much about the face of a community that gathers at the
Heideggerian limit. Agamben calls the limit an exteriority: “The outside is not another space that
resides beyond a determinate space, but rather, it is the passage, the exteriority that gives it
access – in a word, it is its face, its eidos” (Agamben 68). This face of community (or as
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Agamben calls it, the “face of the multitude”) is a “superabundant being identified with the
essence of the community, one which, by virtue of its superabundance, is endowed with the
burden of blowing apart all barriers and accomplishing itself in the form of a perceptible
community” (87). Jaar’s Dear Markus project opens up the poetic space to connect to the wonder
of a community grounded in a particular location, not merely as access, but as a site of belonging
and transformation. This is the “gathering of place.”

2.3 The language of place in Alfredo Jaar’s Dear Markus

Figs. 11, 12. Installation Views: Alfredo Jaar, Dear Markus (2011), billboards along the ferry
route in the Turku archipelago in Finland.
The next project is Dear Markus (2011), a site-specific installation that appeared along
the coastline of Finland’s Turku Archipelago in 2011-2012 as part of Turku Cultural Capital of
Europe. The project consists of eleven billboards placed on rocks and docks along a ferry route
that passes by a rugged and sparsely populated chain of islands that make up part of one of the
largest archipelagos in the world (see figs. 11 & 12). The simple black and white typeset
messages are letters written by some of Finland’s best-known writers, poets, artists, activists, and
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public figures. They are addressed to a young teenager named Markus, a boy that Jaar discovered
on an early research trip while he was formulating his project. As a testament to the value that
Finland places on education, much needs to come together to make it possible for Markus to take
a four-hour trip on the 5:45 am ferry every day in order to get to school. Like Music, Jaar’s Dear
Markus sets up its boundaries of place where the face of a community appears, this time not as
music but in messages across a landscape.
Dear Markus, on a number of grounds, tells the story of a very particular place: the
landscape of the Turku archipelago. In order for Jaar’s artwork to open up a space for others to
share in that emotional appearance of place, something uniquely making up Finnish culture, the
artist needed to find a form which could create a boundary that would hold the essence of that
world of the Turku archipelago. Our task now is to show the special way Dear Markus achieves
that making of a boundary of place and qualifies as place-as-medium art. In Heidegger’s
Topology, Malpas states: “Returning to place is thus not a returning to a stable and fixed spot on
earth, but rather a freeing up of the essential questionability of beings and being, of thing and
place, of self and other – this is the reason why returning to place, as Hölderlin makes clear,
stands on an essential relation to ‘journeying’” (310). Dear Markus has journeying as an element
appropriate to its form, only this time, rather than the journeying of a river, as in Hölderlin’s
hymn of the Ister, the gesture of Dear Markus is the journeying through an archipelago.
A concept in Heidegger’s thinking is Ereignis, translated most often as “Event;” but also
as either “regioning” or “appropriation,” and more recently as “enowning” (Vallega-Neu
Heidegger’s Contributions 45). In Art and Space Heidegger writes: “Place, in each case, opens a
region in which it gathers things into their belongingness in the region” (Malpas, Heidegger’s
Topology 308). Even though with the example of Jaar’s Dear Markus project, we have moved
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away from Heidegger’s original formulation of an artwork as a singular art object, his insights
can still help to see how ‘place’ is generated, even in a work that spreads over many miles. A
way to understand Heidegger’s meaning is to know that it is not enough to just name a place and
gather people together as a reenactment. That is too literal a ‘take over’ of the space. In the
conclusion to Art and Space, a door is open to think about art not in terms of the traditional
forms of art of painting and sculpture, but beyond embodied form. Here we can invoke another
Chillida sculpture in order to see how Dear Markus sets up a different form of thinking through
place-as-medium than happens in traditional sculpture. The sculpture is Chillida’s Elogio del
Horizonte (Eulogy to the Horizon) (1990), a monumental public artwork whose form bears a
remarkable resemblance to the collages in the Art and Space artistic book. The work, like Wind
Combs, is placed on a hill at the edge of the sea outside Gijón City near Barcelona, Spain.
Heidegger’s passage on sculptural form that need not necessarily be embodied begins with a
repeating of the characteristics of art in the embodied form of sculptures, and then points the way
to imagine an artwork whose space has not been erected by its objective form:

84
Sculpture: an embodying bringing-into-the-work of places, and with them a disclosing of
regions of possible dwellings for man, regions of possible tarrying of things surrounding
and concerning man.
Sculpture: the embodiment of the truth of Being in its work of instituting places. Even a
cautious insight into the special character of this art causes one to suspect that truth, as
unconcealment of Being, is not necessarily dependent on embodiment.
Goethe said: “It is not always necessary that what is true embody itself; is already enough
if spiritually it hovers about and evokes harmony, if it floats through the air like the
solemn and friendly sound of a bell.” (Heidegger Reader 309)
In sculpture, the “erecting” of places is inherent in the form. Eulogy to the Horizon institutes a
place on the coast that brings the horizon to it. It is not simply a volume of a sculpture that “takes
up space” in a landscape. On this score, Heidegger’s words ring true: “Sculpture would be the
embodiment of places which, opening and preserving a region, hold something free gathered
around them, granting a stay to each thing, and a dwelling to humans in the midst of things”
(308). The horizon, in a sense, dwells in that place, and through the sculpture, a person can dwell
with the horizon. The “dwelling” occurs in the space of art. Even artworks that appropriate the
landscape itself create places for this kind of dwelling. If we can say that an artwork, such as
Dear Markus, is embodied as a play of places (floating through the air like the solemn and
friendly sound of a bell), then does it not activate a much more powerful opening up of free
spaces where a community – larger than a community that meets at a particular location – can
gather?
Heidegger’s work in aesthetics never considered the implications of art practices beyond
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the traditional form of painting and sculpture. In the monumental and powerful forms of
Chillida’s Eulogy to the Horizon, it is easy to see the “playing of places of locality” at work in
the sculpture because of how playfully the form invites participation in the “event” of horizon.
Vallega-Neu, in describing Heidegger’s “poetic saying” in Contributions to Philosophy equates a
leap into poetic language with a leap into the horizon: “The Leap into the horizon overcomes the
very notion of the horizon” (Vallega-Neu, “Poetic Saying” 73). Even with its mystical qualities,
the work is firmly rooted in its position on the Spanish coastline. It does not rely on anything else.
Heidegger’s evocation of Goethe’s “friendly but intoning bell” at the end of Art and Space
indeed indicates that he was thinking beyond embodied form, but he never ventured into any of
the new forms of visual art that were beginning to emerge at the time of its writing. Heidegger’s
deep belief that art will replace philosophy as means to question the conditions of the spatiality
of thinking has been carried on. Why does art need to replace philosophy? Perhaps we can
consider them both operating within the space of art. Regardless, Heidegger’s work remains
crucial to properly understand the aesthetics of place, even today.
While Art and Space contains many peculiar Heideggerian terms about poetic space such
as “making-space,” “granting place,” and “regioning,” in most cases it does so to help convey the
basic meaning of place as related to a sense of “dwelling.” The language Heidegger uses to
convey the meaning of “dwelling” is captured in the following lines from Art and Space:
“Sculpture would be the embodiment of places, which, opening and preserving a region, hold
something free gathered around them, granting a stay to each thing, and a dwelling to humans in
the midst of things” (Heidegger Reader 308). “Dwelling” is a particular mode of being that is a
“higher” mode of living than merely existing within the calculating world of technology.
Heidegger explains “I dwell (ich bin) as follows:
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What then does ich bin mean? The old word bauen, to which the bin belongs, answers:
ich bin, du bist mean: I dwell, you dwell. The way in which you are and I am, the manner
in which we humans are on the earth, is Buan, dwelling. […] [it also means] to cherish
and protect, to preserve and care for. (Basic Writings 349)
Art offers a connection to dwell in a “place” where we can cherish and care for that which is
normally kept out of our inner sight in the technological/scientific world. The basic idea put forth
is that a free space or region (not easy to access, as via an “emergency bridge, one that is narrow
and swaying”) is opened up or emptied out in which things can be “let be” in their belonging
together (Heidegger Reader 309).
On the topic of defining the spatiality of “the Worlding of World,” what is mostly
analyzed in Being and Time are objects of utility or that which is “at hand” (95). Heidegger
writes:
Useful things have their place, or else they “lie around,” which is fundamentally different
from merely occurring in a random spatial position. The actual place is defined as the
place of this useful thing … in terms of a totality of the interconnected places of the
context of useful things at hand in the surrounding world. Place and the multiplicity of
places must not be interpreted as the where of a random objective presence of things. (95)
The concept of multiplicity is one that can be useful in thinking about projects such as Jaar’s. For
example, in Montreal, the distress beacon brings attention to the fact that one of the most visible
landmarks in old Montreal had been far from most people’s minds. Lights of the City forced a
“nearness” of the homeless population in a city’s consciousness. Using Heidegger’s early
insights into the de-distancing of objects of utility (i.e., “the things at hand of everyday
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association have the character of nearness” (Heidegger, Being and Time 95)), the de-distancing
of social ills can be thought of on parallel tracks as objects themselves.
Dear Markus’s “ownmost spatiality” is the thinking activity of what it means to come
from a place. Artworks, like novels, are usually built around a kernel of an idea: Eidos. The
originating “idea” of this artwork came through the appearance of Markus on the 5:45am ferry,
as it was explained to Jaar by the ferry captain. The morning he was on the ferry, the artist was
lost about what to do for his project, for which he had already spent a year of research. He was
searching, searching to find something that spoke to him about the Turku archipelago. He had at
this time taken numerous trips to try to come up with a concept. He needed to get back to New
York City, so he boarded the empty ferry at first light. He chatted with the captain. Who is that
boy sleeping over there? Let me show you, the captain said. He walked into the room and said to
Jaar – this is Markus – we run the ferry this early so he can be in school four hours away by 9:45
am. At this moment, a “truth” about Finnish society – that it values education for all - “appeared”
to the artist in the boy Markus. He was so struck that he nearly fell to his knees on the floor at
that moment in a rush of gratitude. That flood of emotion is what drives the artwork.
At this point, Jaar like any artist had to choose the form of his work. Because he had been
riding the ferry so much, he had observed that the boats were filled with tourists with binoculars
to watch the birds, so he thought of the billboards with messages written on them, which people
could read from afar because they already were using binoculars to follow the birds. Jaar’ choice
was to invite prominent people from Finland to pen individualized notes to Markus along the
ferry route. In his invitation to the writers in the project, he said: “I hope to open a public
discussion about Finnish culture today” (Dear Markus 1). The separately authored texts were
displayed on simple temporary billboards placed on the rocks and boat landings. While the
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structures disrupt the pristine look of nature, they also blend in with other human interventions
along the coastline, like lighthouses, or public signs that may say: No Wake! Or Caution,
underground cables! With only a maximum of 100 words, the messages are short. They present
words of encouragement and connection – not on the level of intimacy or familiarity. In tone,
they are simple and gentle, yet they often invoke thoughts about the vastness of the cosmos.
The artwork in more ways than one is about an archipelago – not only as an artistic
intervention situated along the rocky island chain of a real archipelago, but in the way it contains
a localized form of “Archipelic thought,” a term coined by Martinique philosopher Édouard
Glissant. Coming from the Antilles Islands in the Caribbean, Glissant recognized that those who
come from an archipelago “that has no center but consists of a string of different islands and
cultures” create a form of subjectivity that “makes it possible to say that neither each person’s
identity nor the collective identity are fixed and established once and for all” (Glissant and Obrist
275). In the case of the Turku archipelago, each island is different, but, according to Jaar, all tell
“a story of amazing will that is found everywhere in the archipelago” (Dear Markus 62), such as
the one he heard from the captain of the Üto ferry (Dear Markus 1). While Glissant’s
“Archipelic thought” is helpful in illuminating the special form of thinking that Dear Markus
sets up, Glissant’s notion of The Museum as an Archipelago can also illuminate the project’s
capacity “to bring the world into contact with the world, to bring some of the world’s places into
contact with other of the world’s places” (Glissant and Obrist 275). Seeing the work through the
performative ontology of thinking-through-place (as “Archipelic thought” and as a “Museum as
an Archipelago”) can reveal why Dear Markus is working through place-as-medium.
The Dear Markus project presents the possibility for discovery of wonder in small worlds
unto themselves. This aesthetic experience of place is different from a bird’s-eye view from the
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air as uniform and ordered; Figal writes about poetic or aesthetic engagement with place as
creating “livable spaces” (31). Dear Markus allows us to explore the role of language in creating
our livable places, expressed as “dwelling” in Heideggerian thought. The first letter is placed at
the dock in Utö – the most remote island and the home of Markus where he starts his four-hour
commute each morning before sunrise. it reads:
Dear Markus:
Utö. The remotest island, far from everything. Walk to the outermost rock, look up.
Space falls on top of you. Stars fly over you. You are in god’s chalice. Surrounded by the
insistent cold, the wind blowing from the sea. The lighthouse beam cuts through the sky.
Flash, darkness, flash, darkness.
There are still places where you can escape evil.” Where do you want to go? The young
girl from the shop got married and moved to the next island. It is totally different there,
she said.
Whether to sleep a thousand years or to sleep four hours? Islands are like planets in space.
Floating, safe.
-Atlas Saarikoski, Activist/journalist (Dear Markus 41)
Saarikoski’s letter transports us to the dark rocks on a cold winter’s night. In the thinking
through place of Dear Markus, the letter opens for us the simultaneity of hermeneutical space
that we explored in chapter one with Vattimo where we can be our twin and ourselves at the
same time. Like other works of art, what begins at the limit is an opening to be part of the
meaning with the work. Dear Markus taps into a deep sense of what it means to be from
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somewhere. We already belong to that world because we already belong to the world of language.
The work creates a space where we can at once be on the boat (or on the landing or anywhere
else) and also on Saarikoski’s rocks at night looking at the stars. Vattimo says “Horizon as such
is never visible, since every understanding moves inside the horizon and is made possible by it”
(Vattimo 149). With place-as-medium, because the world that is opened up by the “thing” has
already withdrawn into itself (i.e., the earth), the feeling of belonging alongside others is
multiplied.
Each letter is personal, but universal at the same time. The invitees came from many
fields and were asked “to write a short letter (maximum 100 words) to this young boy” Markus
in Finnish or Swedish (Dear Markus 1). One wrote his note from an airplane, recalling being the
age of Markus and not thinking he would ever fly in an airplane. There are many references to
rocks, islands, sea, and stars. Some are general letters of encouragement – study, work hard, stay
true. An example is the pianist Ralf Grothoni’s call: “Carry the strength of your inner world into
the world of others. Be at home in each one!” Others shared personal memories from their
childhoods. All of the messages are thresholds to belonging.
Another letter from the artwork helps us enter that space of belonging, even as its world
is different from the first letter:
Hi Markus!
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You and I have this in common: both of us have grown up on an island. Only mine was a
suburb with the metro running through it every three minutes. Yours is smaller and far
from any city.
Some say men are like islands. Each of us alone, but still connected to one another. In my
view, no island should be forgotten or discriminated against – no matter how distant or
different, big or small, ugly or beautiful, rich or poor…
-Your friend, Tommy Lindgren, musician (Dear Markus 45)
Connection of place-as-medium to language, or poiesis helps us to see Dear Markus as setting up
performative thinking in the spatial agency of earth/world by employing worlds of poiesis in the
actual world along the cold waters of the Baltic Sea between Finland and Sweden.
In taking the discussion back to Heidegger and place and the space of art, these billboards
along the ferry route can be thought of in a similar way to Heidegger’s earliest consideration of
spatiality in Being and Time: “Thus we must determine in what sense space is constitutive for the
world which in turn was characterized as a structural factor of being-in-the-world. We must
especially show how the aroundness of the surrounding world, the specific spatiality of the
beings encountered in the surrounding world is grounded in the worldliness of the world, and not
the other way around, that is, we cannot say that the world in its turn is objectively present in
space” (Being and Time 94). The letters shared with Markus speak to the same landscape, the
same archipelic journeying that is a spatialization of thinking itself. Space is presented as having
a plastic quality whereby primordial phenomenon can conjure ‘Worlds,’ beyond pure objectivity.
The opened space of the poetic letters of the Turku archipelago are an aspect of the
surrounding world they describe, and thus they also construct the spatiality by which to think
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through the artwork. A. Mitchell identifies the most important aspect of Heidegger’s late work as
the fourfold, which he summarizes as a thinking of the finitude of things: “to think the finitude of
things is to think the mediacy of the world” (Fourfold 5). The fourfold is a term Heidegger first
introduces in the late 1940s as an intersection of “earth, sky, mortals and divinities.” The term
arises around the time of the Bremen lectures that we have already investigated for their
delineation of the spatial construct of representational objectification that more than anything
creates a condition of “injurious neglect” of things. Entering into the interpretive space of the
fourfold is the moment we care again about the thing. Art is particularly good at enabling this
switch. Mitchell provides a helpful contemporary definition of the fourfold as “the conditions by
which the thing extends into a world of relations” (12). In his wording, the fourfold is described
as the following: as appearances, as mediated, as meaningful, as with others. He goes on to say,
“they coalesce in the emergence of the thing into this world” (14). Earth holds the infinite
possibilities of finitude. Sky mediates that appearance. The mortals create meaning. The gods
assure us we are not alone. In place-as-medium, we turn the world back into art.
In Jaar’s project, the voice of something essential about Finland resounds in the letters
along the coastline: the correspondence is person to person, but through the aesthetics of place,
authentic community is enacted in the active unfolding of the artwork. Whatever can be seen in
the archipelago connects us to something greater. The greater narrative is the communicability of
place.
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2.4 The place of community in Alfredo Jaar’s Skoghall Konsthall (2000)

Figs. 13, 14. Installation Views: Alfredo Jaar, Skoghall Konsthall (2000), Skoghall, Sweden.
Now, we turn to the final project by Alfredo Jaar, Skoghall Konsthall (2000), a public
intervention in a small lakeside mill town of Skoghall, Sweden, halfway between Stockholm and
Oslo. Like the other projects discussed here, Jaar started with a period of artistic research in
order to get to know what was special about the town, which more than anything else formed its
identity around the town’s largest employer, a paper company. After spending some time in the
area, Jaar was struck that the area had no formal cultural institutions – no galleries, no museums,
no art spaces. Drawing on his training in architecture, he sought out extra funds from the paper
company (not the original sponsor of the project) and secured material donations from them to
create the world’s first paper museum.37 The design is a simple rectangular structure of evenly
spaced wooden posts with a clerestory roof entirely covered in giant reams of white paper. The
front features a large open doorway that allows visitors to enter the interior from either the right
or the left (see fig. 13). The project received considerable press once Jaar revealed his intentions
to burn down the building twenty-four hours after it opened with a gala opening featuring an
exhibition of paper art by local artists and the town’s schoolchildren (see fig. 14). People were
outraged. How could he waste those resources? Like the letters in the landscape of Dear Markus,
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the thinking gesture of violent denial of the Skoghall Konsthall became the face of a community,
only on very different terms.
In The Coming Community, Agamben frames an argument about the politics of
community that resonates with Heidegger’s writings on art and space in terms of a kind of poetic
space “outside” regular space. Agamben describes this “outside” space at different points as a
singularity, the multitude, a threshold, a point of contact, a border, an emptiness, a passage, and
even a face (68). Like Heidegger’s sculpture space, Agamben’s network spatial construct is “the
most difficult to think […] the absolutely non-thing experience of a pure exteriority” (67). The
advance that Agamben makes is that “consciousness” is community. This multi-oriented entity is
both finitely and infinitely experienced at the threshold, the limit itself – it is the experience of
“being-within an outside.” This Outside is related to Kant’s “thing in itself,” which Agamben
restates as “how the world is – is outside the world” (68). Agamben’s term is the “Whatever”, or
the whatever of pure singularity, which he defines as “being such that it always matters” (68).
Agamben’s face of the ‘commons’ can be a way to see how artwork constituted as a network can
be accessed at any point, because the edge of the form is always a threshold.
The Skoghall Konsthall project does not need to be perceived as an art object. In fact, it
would be impossible to do so. The form creates its ownmost spatial configuration for thinking as
a gesture: the drama of losing a space culture at the very moment of first knowing its worth to
the community. Jaar’s place-as-medium projects helps us discover the political implications of
the enactment of aesthetic events that occur across topographies. As scholar Julian Young points
out in his study Heidegger’s Theory of Art, the artwork does not merely reveal the face of a
community but is the means by which Authentic community arises: “Through their appropriation
of heritage, the members of a culture become united by commitment to a common project.
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Through such commitment a society becomes a living ‘people.’ This is a conclusion already
previewed in the discussion of authentic community [in] Section 26 of Being and Time” (Young
55). Agamben’s insight is also appropriate: “The outside is not another space that resides beyond
a determinate space, but rather, it is the passage, the exteriority that gives it access - in a word, it
is its face, it eidos” (68). This face is the outside space of threshold that binds a community
together.
All of Jaar’s place-as-medium projects that we have considered show the face of the
community because the special connectivity allows anyone to virtually meet the threshold where
it is, but in so doing, to enter into a belongingness of a community. They do it in their own way
as a gesture of thinking-through-place. What makes place-as-medium a potent form of art
practice is its limitless potential to create new artistic horizons, or boundaries of place, not in
separate representational spaces, but in the space where earth and world continuously make and
unmake itself out of each other in the everyday course of life.
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CHAPTER THREE
The Play of Places in Carolyn Christov-Bakargiev’s dOCUMENTA (13)

And now we add that an exhibition could be thought of as a pre-reflexive consciousness,
a qualitative duration of consciousness without itself.
– Carolyn Christov-Bakargiev, closing newsletter of dOCUMENTA (13) (2012)

Chapter Three takes as its starting point the following quote from Heidegger’s 1964 essay,
“The End of Philosophy and the Task of Thinking”:
Accordingly, we may suggest that the day will come when we will not shun the question
whether the clearing, free openness, may not be that within which alone pure space and
ecstatic time and everything present and absent in them have the place that gathers and
protects everything. (Basic Writings 442-443)
While chapter two lays out the basic mechanisms of opening and gathering/sheltering in the
space of art through place-as-medium (named by Heidegger as “the clearing” and “the free
openness” in the quote above), chapter three focuses more pointedly on the construction of time
and space in place-as-medium art. Evidencing the infinite possibilities of forming different
gestures of thinking-through-place in place-as-medium that we have been exploring (the
different gestures so far have been signaling distress, philosophizing the space of art,
archipelagic journeying, hearing a baby’s first cry, and feeling loss in the absence of a
community art space), we come upon a project whose main gesture is enacting a playful
time/space reconfiguration inside thinking. The following is a case study of an international art
exhibition that “thinks through place” as its main curatorial position. The event succeeds in
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opening what Heidegger names “pure space” and “ecstatic time” in the quote above in its unique
construction of collective, aesthetic thinking through a creative set up of place-as-medium. This
complex and ambitious undertaking by a large-scale international art exhibition to propose a
radical new form of perceptual thinking lets us say that the day has, indeed, arrived where we
have found a new task for thinking in contemporary art practice.
This chapter considers the aesthetics of place as a “play of places” in the quinquennial of
contemporary art, dOCUMENTA (13) that took place in Kassel, Germany from June 9 to
September 16, 2012, around a distinctive and purposeful artistic form of time/space construction
driven by the device of place-as-medium. The exhibition’s orientation emerges out of the artistic
director Carolyn Christov-Bakargiev’s unusual curatorial proposition, “can dOCUMENTA (13)
take place in Kabul, Afghanistan in 1972?,” which led her to co-locate the 2012 iteration of one
of the world’s most important recurring art exhibitions on four continents, not only in its
traditional setting of Kassel, Germany but also simultaneously in Kabul, Afghanistan, Cairo,
Egypt, and Banff, Canada.38 The four chosen cities represent and activate four stated conditions
based on the general conditions of each city: “on stage” (Kassel as the exhibition site hosting
over 200 artists over 100 days); “under siege” (Kabul as a city in a state of war); “in a state of
hope” (Cairo as a city whose art scene has had vibrant resurgence after the Arab Spring); and “on
retreat” (Banff as a beautiful resort city nestled in the Canadian Rocky Mountains).39 The
curator’s initial proposition opens up a space of art in which a unique framework of perceptual
thinking can be performed. In her words, dOCUMENTA (13) “brings together imaginations of
places and their locations to illuminate the simple idea that ‘places generate space, and space is
the region of the possible’” (The Logbook 207). I argue that the deliberate artistic and geographic
design of dOCUMENTA (13) that gathers together artworks, artists, and cities from different
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time periods and epochs in order to design a particular spatial construction in thinking makes the
exhibition a phenomenological and aesthetic place-as-medium event in its own right.
dOCUMENTA (13) initiates a new task for thinking.
This chapter looks at three key projects within dOCUMENTA (13) that inform the basis
for the exhibition’s radical time/space topology as activation for its signature use of place-asmedium as a “play of places.” The first is 100 Notes – 100 Thoughts, a collection of 100
commissioned notebooks that contribute to the event as a performance of collective, provisional
thinking. The 100 Notes – 100 Thoughts will be analyzed through the official catalog series of
the exhibition, The Book of Books (catalog 1/3), The Logbook (catalog 2/3), and The Guidebook
(catalog 3/3). The Book of Books contains all of the 100 Notes – 100 Thoughts, plus additional
essays and references. The Logbook chronicles the development of the exhibition in the three
years preceding its opening; and The Guidebook is the official catalog of the over 200 artists who
exhibited work and includes maps, public programming, and other information.
The second project considered in the chapter is the engagement of dOCUMENTA (13)
with the One Hotel in Kabul, Afghanistan through the long-term project of Canadian artist, art
historian, and theorist Mario García Torres. The One Hotel was an artist retreat and working
hostel run by Italian artist Alighiero Boetti in the 1970s where he produced important artworks
that shut down when Afghanistan fell into a state of war after the Russian invasion. With the help
of Christov-Bakargiev, García Torres located and re-opened in a real and imagined way the One
Hotel for dOCUMENTA (13) in 2012. García Torres’ project is examined by extending the
analysis of Heidegger’s 1969 Art and Space essay begun in chapter two into the complex
aesthetic thinking of dOCUMENTA (13), as well as making a comparison of its play with
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history with Walter Benjamin’s The Arcades Project to consider the way place-as-medium can
come to bear on how an artwork sets up its temporal and spatial dimensions for thinking.
The third project is the Brain, Christov-Bakargiev’s small exhibition within the
Fridericianum (the exhibition’s main hall and entry point) that she presents “in lieu of a
concept.”40 The curation of twenty-eight specific objects of Brain are subjected to the four
conditions of stage/siege/hope/retreat in order to stamp a particular time/space ordering as an
action of thinking, not in a single subject, but across many subjects. In fact, the impossibility of
comprehension by a single subject is built into the device of the Brain to capture provisional,
collaborative, open-ended, and ongoing thinking. Christov-Bakargiev explains in a letter to
Judith Barry dated October 25, 2010: “They are held provisionally together in the Brain of
dOCUMENTA (13) to indicate not a history, not an archive, but a set of elements that mark
contradictory conditions and committed positions of being in and with the world – pitting ethics,
desire, fear, love, hope, anger, outrage, and sadness against the conditions of hope, retreat, siege,
and stage” (Mousse 57). We will look at the exhibition’s aesthetic function as a thinking exercise
as it is captured Barry’s contribution to Brain, a folded paper origami Guidebook to the 28
assembled objects in the room titled: For when all that was read was so as not to be unknown,
Codex (2012).41 In its artistic form, Barry’s foldable Guidebook materializes the time/space
construct that undergirds and overlays Christov-Bakargiev’s use of the “play of places” in her
curatorial position of the four conditions of stage, siege, hope, and retreat that grew out of the
search for the One Hotel.
The final section of the chapter will show how Christov-Bakargiev formalizes her “mindmap” of dOCUMENTA (13) (see fig. 28) based on the interplay of the four conditions of the
four cities in the formal exhibition at Kassel through specially commissioned projects. Christov-
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Bakargiev’s “mind-map of dOCUMENTA (13),” in both its visualization and its enacted form, is
presented as a kind of philosophical praxis similar to Heidegger’s Art and Space essay in the
context of his artistic collaboration with Chillida: as performative thinking. However, unlike
traditional art forms that are made based on the conventions of representation, dOCUMENTA
(13) is elaborated through a radically expanded and deliberately intersubjective form of aesthetic
thinking that is grounded in the aesthetics of place as a play of locations across time and distance.
Through a determined collaborative curatorial and artistic engagement with the aesthetics
of place, dOCUMENTA (13) offers a model for large-scale biennials to exert the agency of art
across other fields of knowledge. Additionally, the play of places in dOCUMENTA (13) offers a
paradigm of time/space ordering whose ethics is grounded in the aesthetics of place and can be
presented as one model of thinking beyond our inherited framework of Western metaphysics that
Heidegger envisions in the opening quote of the chapter. At stake is a new role for the artistcurator, one that extends beyond traditional definitions of exhibition practice within the exercise
of art history, and one that calls for a greater ignition of the socio-aesthetic potential of biennials.
Additionally, this examination proposes a theory that the “play of places” in dOCUMENTA (13)
instigates an agency through a spatialization of history to artistically disrupt seemingly fixed
social and political realities in the present.
The overall questioning of the aesthetics of this peculiar of “play of places” is through its
specific form of collapsing of the traditional ordering of distance and time through its formative
proposition “can dOCUMENTA (13) take place in Kabul in 1972?”. The potential application
for engaging thinking-through-place through the agency of time/space disruption is broad. Chus
Martínez, dOCUMENTA (13)’s deputy artistic director, in a letter to Cesare Pietouiusti on
March 17, 2011, outlays the ambition as “a major effort in trying to think differently in the
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public space” (The Logbook 46). In Note 75 of 100 Notes – 100 Thoughts, “Unexpress the
Expressible,” Martínez further elaborates on documenta’s contribution to thinking in the realm of
the public:
An exhibition that emerged in a place and a time of one of humanity’s greatest crises has
mankind’s struggle for self-renewal ineradicably imprinted on its DNA, while at the same
time it must struggle with the collapse of public and democratic reason. In this way,
documenta constitutes an examination of the social dimension of art, and therefore of the
conditions of life, inside and outside the cultural context. […] If we accept the hypothesis
that the exhibition is based on a critical relation to the naturalization of these parameters,
then we can also understand that the proliferation of discourse, text, and talk at the core
of the exhibition is not an annoying addition to the work shown here, but an underlying
structure and a result of research – artistic research – that in the past decades has been
occupied with an inquiry into the nature of subjectivity, and its battle to access singularity
and difference, variation and metamorphosis. (493-494)
Looking at this case study enables a renewed consideration of the space of art in contemporary
art practice that deploys place-as-medium.

102
3.1 100 Notes – 100 Thoughts and the gesture of spatial thinking in dOCUMENTA (13)

Figs. 15, 16. The three catalogues of dOCUMENTA (13): The Book of Books/catalog 1/3; The
Logbook/ catalog 2/3; The Guidebook /catalog 3/3); A sampling of 100 Notes – 100 Thoughts.
The exhibition series documenta (deliberately using a lower case “d”) was founded in
1955 as a gesture of national renewal through art after the devastation of World War II.42 It has
grown to become one of the most prestigious repeating exhibitions in the world. It takes place
every five years in the city of Kassel, Germany and has earned, in the words of art historian Ian
Wallace, “a reputation for historical prognosis and legitimization of the present” (Wallace 65).
While in development, the 2012 exhibition took shape over a period of four years during which
Christov-Bakargiev initiated conversations and collaborations with many artists. In order to
develop ideas in conversation, Christov-Bakargiev worked together with a team of artists and
philosophers to develop a notebook series, 100 Notes – 100 Thoughts. Looking at its essays
offers a keystone to unlocking dOCUMENTA (13)’s unique spatiality of collective thinkingthrough-place. The ideas captured within 100 Notes – 100 Thoughts enfolded out of itself over
the two years before the opening of the exhibition. Calling it a “choreography of publications” by
a “chorality of voices,” Christov-Bakargiev staggered the invitations over time, allowing new
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writers access to the work of previous contributors while at the same time letting them in on her
on-going thinking. This process was designed “so that each author might read what was already
there before writing a new text, thus creating a cumulative form of writing” (The Book of Books
14). Assembling the group of thinkers was a forging of alliances in a temporally extended way.
The 100 Notes – 100 Thoughts are collectively published as The Book of Books, the first of the
exhibition’s three catalogs. The second and third catalogs are The Logbook, and The Guidebook.
All three add insight on the exhibition’s core commitment to open-ended and collaborative
thinking in a similar way to Chillida’s changing compositions interspersed with Heidegger’s
ideas on the space of art.
The Logbook is an “inner perspective” that “documents the search for a shared thinking
that is not immediately visible and that hovers in the space of the propositional” (The Logbook
11). Its pages chronicle Christov-Bakargiev’s busy travel itinerary around the world from
January 1, 2009 to September 16, 2012, as well as the evolution of her curatorial design in her
exchanges with colleagues, artists and philosophers throughout the four-year run up to the
exhibition. For example, the book includes an email chain of replies to Christov-Bakargiev’s
solicited comments on the wording of her initial short, basic curatorial vision statement. The
email chain includes some of the responses of the approximately twenty agents and eleven
honorary advisors that offer suggestions for the three-sentence statement. The names include
philosophers Michael Taussig, Donna Haraway, and artist Pierre Huyghe, among others.
Suggestions vary in engagement, from “Sounds good” and “Wow it’s a great statement,” to long
replies about phrasings around Christov-Bakargiev’s word choices, such as changing her phrase,
“dedicated to artistic research […] in connection with yet not subordinated to, thought,” with
suggestions to change “thought” to “ideas” or to eliminate that ending altogether (The Logbook

104
64-65). (In the end, the final word was changed from “thought” to “theory.”) The example serves
to show how Christov-Bakargiev nurtured a culture of collaboration and inclusion.
More significant than word changes, however, the collective thinking is evidence of
dOCUMENTA (13)’s spatial turn. In contrast to Heidegger’s Art and Space essay focused on the
space of art in single works of art, Christov-Bakargiev expands the field of what art can
encompass. Christov-Bakargiev acknowledges this shift at the conclusion of her introductory
essay to The Book of Books: “It is rather the space of relations between people and things, a place
of transition and transit between places and in places, a political space where the polis is not
limited by human agency only, a holding space, a committed space, a vulnerable space, a
precarious yet cared-for space.” (44). We will soon see how Christov-Bakargiev’s design falls
into the category of place-as-medium as “a play of places.”
The proposition is set after Christov-Bakargiev lays out a Reading List of nearly 400
texts as preliminary research to the 100 commissioned essays, which appears at the beginning of
The Book of Books after the Preface. The texts on the Reading List date back as early as the 7th
century BCE with Sappho to the present with new texts such as George McKay’s 2011 Radical
Gardening: Politics, Idealism & Rebellion in the Garden. Many of the major continental
philosophers are included, as well as artists and thinkers from different fields that touch on the
exhibition’s programming. Even the title, “Reading List: Propaedeutics to Fundamental
Research,” is a possible nod to Kant who uses the term in the Critique of Judgment as a way to
frame the activity of making aesthetic judgements as “propaedeutics” for a moral life.43
In the Preface to The Book of Books, the extended conversation of the collected 100 Notes
– 100 Thoughts is presented as a formulation of a new consciousness:
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100 Notes – 100 Thoughts could be described as a temporary rupture in discursive
intelligence; they do not direct us toward reason as such, but toward a different
understanding of the role of consciousness, of the mind in a prologue state; a space of
mortal, finite, vulnerable life before decisions are taken as to what is to be done, but that
informs those decisions, and risks taking them.” (14)
The novel form of thinking she is proposing is provisional, creative, and dialogical. She lets us
see this in the playful title of her opening essay “The dance was very frenetic, lively, rattling,
clanging, rolling, contorted, and lasted for a long time.” The title itself an expression of a
Dionysian extra-subjective design. The essay’s headings call attention thinking’s elasticity: “to
have a point of view,” “to intend,” “to be committed, “to be placed and emplaced, “to doubt,” “to
engage and to witness,” and “to focus.”
100 Notes – 100 Thoughts is central to Christov-Bakargiev’s proposition that
dOCUMENTA (13), as a whole, is a design of provisional thinking. She asked each new writer
to read all of the previous Notes in order to formulate their contribution. The essays are
numbered according to the chronology of their commissions. The essays fall into a number of
categories. Some provide historical background necessary to understand the grounding in place
of the various projects that make up the constellation of dOCUMENTA (13). Ian Wallace’s
comprehensive “History of The First documenta, 1955,” for example, frames the exhibition’s
founding out of the collapse of Germany at the end of WWII. Susan Buck-Moss’ “The Gift of
the Past,” recasts the well-known story of philosopher Walter Benjamin’s use of the Paul Klee
monoprint Angelus Novus (1920) in developing his thesis on secular and sacred time Benjamin
wrote about in “On the Concept of History” (1940). Other examples of reconsiderations of
historical narratives include Nalini Malani & Arjun Appadurai’s “The Morality of Refusal” that
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questions the ethics of non-violence in Gandhi’s India from a feminist perspective; Mariam &
Ashraf Ghani’s “Afghanistan: A Lexicon” that catalog episodic events to explains the twentieth
century political history of Afghanistan; Nawal El Saadowi’s “The Day Mubarak Was Tried”
that contextualizes dOCUMENTA (13)’s inclusion of Cairo as a co-location in relation to the
events of the Arab Spring; and Salah M. Hassan’s “How to Liberate Marx from His
Eurocentrism: Notes on African/Black Marxism” that tracks the influence of African and
African-diaspora Marxist thinkers and their anticolonial efforts.44 Most of the essays fall within
art history and philosophy, but some notes venture into other fields such as environmental
science, theoretical physics, economics, and music.45 Forty-one of the hundred notes include
assortments of hand-written or typed notes or sketches, diaries, archives, or serial entries in other
notational systems. Some artists featured at dOCUMENTA (13) contributed notes. Notable
examples are Etel Adnan, Lawrence Weiner, Claire Pentecost, and Song Dong.
Another important category in the 100 Notes – 100 Thoughts, and one important for the
argument that dOCUMENTA (13) performs an event of aesthetic thinking-through-place, is the
series of specially commissioned essays by the group of philosophers that Christov-Bakargiev
has assembled to respond directly to the aspect of time and space in her formation of
dOCUMENTA (13) as a creative gesture of provisional thinking. Those philosophers are Donna
Haraway, Judith Butler, Michael Hardt, W. J. T. Mitchell, Graham Harman, Bifo – Franco
Berardi, and Karen Barad.
While many of the 100 Notes – 100 Thoughts reference dOCUMENTA (13) directly, the
collection folds into the artistic form of dOCUMENTA (13) as a gesture of thinking. ChristovBakargiev succeeds in presenting to us The Book of Books as:
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[A]n ambiguous entity, a quasi-object, whose attributes are to provide both grounding
and relation, performs the task of the transitional object, a prop for an exercise, a
gymnastics of being-without, without another, but also becoming-with, unwired, in one
place and not in another place, in one time and not in another time, just here, in this place,
with this food, these animals, these people, poorer, and richer too. (“The dance” 44)
The publication of The Book of Books opens up the oneiric space of dOCUMENTA (13) that is
specific to its finitude as an international biennial that occurred in 2012 across four continents.
The opened space between the essays’ overlapping and interlacing ideas become intensities, and
those intensities in turn bring to bear upon the formation of the exhibition in its formation.46
The play of places originates in the curatorial archeology described in the exhibition as
the “Breitenau effect.” The “Breitenau effect” takes us into Christov-Bakargiev’s first curatorial
“intensity” of Collapse and Recovery that inspired much of the programming in Kassel through
the specific and tragic history of Germany as “told” through the two spatial histories of Kassel
(the city and the exhibition site) and its shadow Breitenau (the site of one of Germany’s WWII
concentration camps).This conceptual device is outlined in Péter György’s Note, “The Two
Kassels: Same Time, Another Space,” that conflates two Kassels: one as the everyday, working
city – “a slowly recovering city on the borderland;” and its twin, the host to documenta (144). He
writes “The two Kassels existed in the same physical space but in two dramatically different
cultural spaces and timescales” (144). He recovers a forgotten exhibition curated by Gunner
Richter, “Remembering Breitenau 1933-1945” from documenta 6 that involved artist Joseph
Beuys (145). Bringing an art exhibition inside the very buildings in Breitenau that had served as
a concentration camp during WWII, and Beuys’ connecting that exhibition to documenta in
Kassel, is contextualized as a predecessor to the curatorial strategy of Carolyn Christov-
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Bakargiev in 2012. “Christov-Bakargiev’s strategy is thus closely related to one of the most
significant aesthetic challenges of recent years, the ‘spatial turn,’ in which originality and
meaning are increasingly associated with sites and locations as well as their reconstitutions”
(145). György gives the historical evolution of the Breitenau site, from its use in the twelfth
century as a Benedictine cloister, to baronial estate, to castle that was converted to a prison, to a
Protestant church, to eventually a workhouse that predisposed it to eventually be commandeered
by the Nazis in the WWII years. In the modern era, it has been used as a girl’s reformatory
school and as a psychiatric hospital (145). It was Beuys who carried out the initial gesture to
connect the small town 20 kilometers outside of Kassel to documenta, and it is the recovery of
that gesture that motivates the investment of dOCUMENTA (13) in mining the historical and
temporal dimensions of the local (145).47 György explains why state of the world has a new
context in 2012 that can be seen in the spatial. He writes: “Contemporary art has lost its medium,
the world according to the Western canon, that neutral interpretive frame with an ever-static
pattern – and here, specifically, lies the significance of the “Breitenau effect” (146).
The corpus of the 100 Notes – 100 Thoughts is a form of knowledge production about the
spatialization of time. Over and over, the spatial turn is seen. Not only do we see many essays by
philosophers, but the work of scientists appears as well, all trying to show how “different forms
of knowledge lie at the heart of the active exercise of reimagining the world” (“The dance” 31).
We learn from physicist Peter L. Galison in Note 9, “The Refusal of Time,” that “according to
many leading quantum (string) theorists, all the information of the world encyclopedia stays
there, forever, scrambled, like sparkling ashes from a fire, but still there, still inscribed on the
surface of a bubble” (112).48 Galison tells us that after quantum theory, time as understood by the
September 28, 1889 congress outside Paris that convened to standardize train schedules takes on
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a historic dimension, with ‘that’ time “as nothing but the crude approximation of an obsolete
science” (113). Galison also tells the story of the disagreement between Einstein and his friend
and fellow physicist, Friedrich Adler, on the conjecture that a twin who left the earth to travel the
cosmos would return only to find their other twin dead for a thousand years. Gallison uses the
anecdote to say that time does not exist outside of the worlds where they reign: “Orbiting twins,
flying twins, accelerating twins – always separating and reuniting. Or separating. And returning
to a home long gone, a casualty of time. (Galison 110).49 In Note 76, by a second quantum
physicist Anton Zeilinger, we learn that quantum teleportation, entanglement swapping, GHZ
entanglement, and multiport devices are all spatially enabled.50 Like in the hermeneutical event
of art, real effects are measured only when a space of communication is opened up, as “the
reality of the phenomena depends on the measurement context” (Zeilinger 496).51 Zeilinger
evokes a twin experience in his entanglement theory: “Measurement of one netted particle
instantly changes the quantum state of its entangled twin, no matter how far away it may be”
(Zeilinger 496). The splitting of particles in Zeilinger experiments that explores Einstein’s
“spooky distance” of entanglement theory in physics is relevant to our development of a theory
of twinning in terms of hermeneutical experience of art initiated in chapter one that will become
important in the upcoming section on Alighiero Boetti.
Beyond advanced scientific knowledge, 100 Notes – 100 Thoughts contain essays that
specifically address time and space in the field of art. While familiar discourses in Continental
philosophy are present in notes devoted to figures such as Walter Benjamin, György Lukács,
Thomas Mann, Theodor Adorno, Claude Levi-Strauss, Melanie Klein and Jacqueline Rose, and
even Hegel, there is a sense that the collective project is opening up entire new territories of
content and expansive “worldliness” beyond the bounds of art history and art theory.52 Christov-
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Bakargiev observes that the departure has a temporal/spatial dimensions as well: “a worldly
intra-action with materials, objects, other animals and their perceptions […] that suggests a
slower form of time – the time of materials” (“the dance” 34). In Note 85, Graham Harman,
employs his object-oriented philosophy of Speculative Realism to the classic philosophical
question about the reality of a table to explain his own theory of entanglement. Like Zeilinger’s
information technology space, it is only when we care about the relationship between the two
tables (the Platonic one and the one made up of particles) that the third “real” table emerges.
Harman’s entanglement is the space of possibility where wisdom (or love) becomes the mediator
between the two (Harman 542). Harman recalls the entomology of philosophy as being the love
of wisdom when he concludes: “The real is something that cannot be known, only loved” (541).
In Note 33, Donna Haraway connects a made-up multiple integral equation she calls
“Terrapolis” to a Navaho string game that materializes cosmic space. Haraway’s equation
(∫ Terra [X]n = ∭ . . . ∬ Terra (X1, X2, X3, X4,… Xn,) dX1, dX2, dX3, dX4,… dXndt = Terrapolis)
extrapolates the spatialities of her longstanding project to transgress traditional boundaries of
knowledge, bringing together biology, cybernetics, science fiction, ecological theory, and
cultural history as “a niche space for multispecies becoming-with” (Haraway 253). Both abstract
and concrete, she tells us that Terrapolis “is not a system, not even a hopeful 3d-order or nthorder cybernetic system; but its values are determinable, locatable, accountable, and open to
change” (254). The spatial format of the note itself mirrors the imagination’s capacity to multiply
worlds. Haraway’s playful endnotes in the essay are the “interloping” of the “gifts and debts” of
the text. It is only in the endnotes where the simplified equation of Terrapolis in the regular note
enfolds, and we are told of the Navajo people’s awareness of the Pleiades constellation as a scale
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model of a cosmological order that retains order within chaos in the children’s string game
played on one’s hands (255).
Finally, philosopher Karen Barad’s penultimate essay in the collection, “What is the
Measure of Nothingness? Infinity, Virtuality, Justice” (Note 99), brings the spatial thinking of
dOCUMENTA (13) to its full expression when Barad talks about space, not as an empty void,
but as the place where things matter. Like the quantum scientists, Barad as a philosopher
maintains that measurements set the boundaries of world-making.53 She writes, “Nothingness is
not absence, but the infinite plentitude of openness” (Barad 648). Closing out once and for all the
metaphysical isolation of the object by representation that Heidegger was trying to overcome in
his late writings, we see in Barad a new brand of philosopher who has taken the baton to propose
a new kind of space-generating thinking that is never untethered from matter. The conclusion of
her essay serves to punctuate that accomplishment:
Representation has confessed its shortcomings throughout history: unable to convey even
the palest shadow of the Infinite, it has resigned itself to incompetence in dealing with the
transcendent, cursing our finitude. But if we listen carefully, we can hear the whispered
murmurings of infinity immanent in even the smallest details. Infinity is the ongoing
material reconfiguring of nothingness; and finity is not its flattened and foreshortened
projection on a cave wall, but an infinite richness. […] The possibilities for justice-tocome reside in every morsel of finitude. (648)
As we have already seen in chapter one, art that works through place-as-medium marks a
significant break from art that works through representation. As we have seen in chapter two,
place-as-medium is generated at the boundary, which is nothing more than the finitude of what
makes up meaningful relations: where things matter, as Barad tells us. 100 Notes – 100 Thoughts
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opens door of possibilities for what is to come. By including theoretical discourses on spatial
temporality in conversation with Christov-Bakargiev’s curatorial format, dOCUMENTA (13)
moves beyond philosophy to be itself a performance of philosophical praxis.
What is unique in dOCUMENTA (13), and why it plays a central role in this dissertation,
is that the artistic director asks us to engage with “thinking through place” across both distance
and time through the “play of places” of the four locations in four continents. A curatorial
position of an international biennial such as this one undertaken by Christov-Bakargiev is
significantly more complex than single works of art like Alfredo Jaar’s public interventions.
Since the individual artworks considered here, each with their own impact, are brought together
through the play of places within an umbrella of a curatorial vision that includes the work of over
two hundred artists, we can consider the task for thinking through them together in an even more
complex way.
The gesture to frame dOCUMENTA (13)’s contribution to intellectual history as itself a
performance of “a play of places” is framed critically between Michael Taussig’s leading essay
“Fieldwork Notebooks” (Note 1) and Christov-Bakargiev’s “Rudolf Arnheim” (Note 100).
Taussig presents an opening ode to the great intellectual and artistic projects that are provisional
in their form with an essay focusing on two works: Walter Benjamin’s 954 page compilation of
notes known as The Arcades Project that capture his observations about objects and insights he
collected in walks across Paris in order to constitute a material theory of historicity; and Joan
Didion’s diary-like autobiographical novel The Year of Magical Thinking (2005) that Taussig
argues contain “interstices of notations” that “lie at the outer reaches of language and order”
(Taussig, The Book of Books 63).54 The introduction of these two philosophically potent archives
creatively foreground dOCUMENTA (13) as itself an artistic archive of a new type, one that
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presents a different format of appropriating the world to say something about history. In The
Book of Books, we are able to see some of the pages of Benjamin’s famous blue leather-bound
notebook, jammed full of dense lines of writing and obscure notations that reconstruct a different
modern society out of those chance objects he came across in the alleyways of Paris. In her
introduction to Note 45, “Walter Benjamin: Paris Arcade,” Nikola Doll characterizes
Benjamin’s collection as “a history workshop” of “pictorial-material thought” that toys with “the
multilayered character of the past” (Doll 316).55 The short fragment of the larger The Arcades
Project that is the Paris Arcades can also be seen as an artwork whose form is a personalized,
crystalized and temporally fixed reflection of the unfixability of history itself.
We will see that Christov-Bakargiev’s move is to introduce another dimension to the play
of history, that is the activation of locationality as a dimension of the time/space construct of
history at it relates to the “ecstatic time” and “essential space” that we are considering in this
chapter. In Paris Arcades, a small project within the larger The Arcades Project that is
highlighted in The Book of Books, Benjamin’s conceptual-philosophical thought reanimates the
objects out of his satchel– as a ragpicker, as Doll says – to map history with “dialectically
correlated aspects of the past and the present” (Doll 316). Christov-Bakargiev is fracturing the
dialectical image (Benjamin’s own term) to a multi-dimensional space not only grounded in
locality, but also open to multiple positionalities of provisional thinking that maps itself in the
interactive dialogue with all the invested parties at precisely at the moment when dOCUMENTA
(13) evolved into a play of places. She calls it “a place of enactment of subjectivity that is both
singular and plural, that resists disembodiment and uses fragmentation of the self against that
same fragmentation, through the potentiality of provisional aggregations” (“The dance” 79). It is
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here where dOCUMENTA (13) makes its own imprint on art’s long play with the “free openness”
of ecstatic time and pure space evoked by Heidegger.
The Christov-Bakargiev brings the 100 Notes – 100 Thoughts to a close by including two
sets of annotations on the margins of a textbook by the late Harvard art historian, Rudolf
Arnheim, Art and Visual Perception: A Psychology of the Creative Eye (1956) (Arnheim 650661).56 Examples of marginalia included Arnheim’s hand-written dedication to art critic J.P
Hodin who reviewed his book in 1957, and Christov-Bakargiev’s own handwritten notes such as:
“we don’t ‘project’ feelings onto objects perceived –they have expression” (underline hers) (660).
The essay brings forth Arnheim’s discussion of how the characterization of a weeping willow as
sad is not an anthropomorphism, but rather a feat of speculative perception that taps into a more
essential form held in the willow (i.e., a weeping willow draws all water around it through its
roots and up its trunk and out through the soft fall of the branches back to the ground is the same
gesture of a person weeping with deep sadness.) Arnheim calls the essential form of the weeping
willow “the expression of passive hanging” (651).57 It can be asked, why did Christov-Bakargiev
conclude with Arnheim’s 1956 textbook on twentieth century gestalt psychology and perception?
How can we consider the assembly of artworks for dOCUMENTA (13) by looking at a twentieth
century argument about the “apprehension of hidden field of energy forces” that he was reading
into the lines and shapes of fine art? (650). Rather than an art-historical essay, ChristovBakargiev has given us 100 Notes – 100 Thoughts as both a reference point and a map by which
to decode the play of places of dOCUMENTA (13).
Curatorial practice in the beginning of the twenty-first century has developed as perhaps
the most innovative arena of contemporary art practice. Along with Christov-Bakargiev’s entire
project as artistic director of dOCUMENTA (13), she has included a number of essays in 100
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Notes – 100 Thoughts that directly discuss the evolution and stakes of curatorial practice, notably
the notes by Chus Martínez, Doug Ashford & Julie Ault, Hans Ulrich Obrist, and Alanna Heiss.58
In dOCUMENTA (13), we are asked to consider a curatorial gesture on the mental experience of
vision-thought expanded to include a new brand of worldly thinking beyond human subjectivity
alone. Christov-Bakargiev asks us to slow down and enter the space alongside the object. She
asks us to enter into relationality from the inside, not just to see relationships among objects:
When an artwork is looked at closely, it becomes, as in meditation, an even more abstract
exercise, an imagining while thinking, until the phenomenology of that experience allows
the mind to merge with matter and slowly, possibly, to see the world not from the point
of view of the discerning subject, the detached subject, but from within objects and
outward: I am the ball, the ball is me. We are a ball. I am an artwork. How strange my
makers are! (651)59
dOCUMENTA (13) invites us to play with history and distance beyond metaphysical thinking.
Her advice is “that we have to explore in ourselves if we wish to understand sense expression”
(“The dance” 43).60 The final essay on Arnheim offers up her own biennial curatorial practice as
a new form of speculative thinking. The Note bookends the formation of dOCUMENTA (13)’s
“intensities” of Collapse & Recovery, Storytelling, and Worldly Alliances inscribed on ChristovBakargiev’s mind map (see fig. 28) that eventually land at a kind of thinking as worldliness
where we are part of the thinking of the world. The gesture is what is essential. The weeping
willow helps us to see this.
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3.2 The search for the One Hotel and the twinning of Alighiero e Boetti and Mario García
Torres within the space of the guest/host relationship

Figs. 17, 18. Alighiero e Boetti, Gemelli (Twins) (1968), 16.5 x 12 cm, Series of postcards from
black and white photograph (left); Photograph of the One Hotel taken by Alighiero Boetti on
Share-e-Nau, or “Chicken Street” in Kabul, Afghanistan in the early 1970s (right).
dOCUMENTA (13) becomes an aesthetic event of place through the search for the One
Hotel, a poetic place in the imagination as much as a findable point on a map. The Logbook
traces the beginning of One Hotel’s integration into the curatorial concept to a meeting between
Christov-Bakargiev and artist-curator Mario García Torres in Los Angeles in October 2009,
when she suggests that he undertake an artistic project in Kabul as an homage to Arte Povera
Italian artist Alighiero Boetti (The Logbook 21). García Torres had been steeped in an art
historical project for eight years researching the history of an elusive black and white photograph
of Boetti at the One Hotel that kept appearing in art publications (see fig. 18)61 that eventually
produced many different works by García Torres assembled as “The Boetti lesson (the Search for
the One Hotel).62
García Torres writes, “My interest in Boetti began in the United States. I lived there
during the war with Afghanistan. I suddenly felt the need to say something about the war. I
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remembered that Boetti said that he had lost his house in the previous Afghan war. It seemed to
me that this event, in poetic terms, could help me to express something about the situation I was
experiencing.”63 The condition of modern warfare and its far-reaching effects, therefore, is at
work in the project. Being taken to Kabul – in a space where we can look back and forth over
time and connect where we are to a place in a state of war – is to be taken into the truth of
modern warfare.64 A generation later, and after Boetti passed away (he died in 1994), García
Torres undertook an act of mirroring history and was appointed as the new host of One Hotel as
part of dOCUMENTA (13). We now turn to the connection between Kassel and Kabul and the
changing conditions of state, siege, retreat, and hope.
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Figs. 19, 20. Alighiero Boetti, Lavoro postale (8 lettere da Kabul), 1972 eight stamped
envelopes (Afghan stamps) 40 x 50 cm (left); Alighiero Boetti, Lavoro postale (6 lettere da
Kabul), 1972 six stamped envelopes and their accompanying letters (Afghan stamps) 30 x 40 cm
and 60 x 40 cm. (right)
dOCUMENTA (13)’s connection to Boetti’s One Hotel is rooted in a deep investment in
Boetti by Christov-Bakargiev.65 The connection is Turin. Both Boetti and Christov-Bakargiev are
from Turin. In the late 1960s and early 70s, Boetti was already exploring art beyond a Eurocentric focus. Christov-Bakargiev, an expert on Arte Povera, explains Boetti’s work not in terms
of institutional critique, but rather as an inquiry into the temporal and spatial orderings of
knowledge across human organizational systems such as the global postal service. She explains
in her 1999 book Arte Povera:
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He saw his artworks, whether made in his studio or in far-off places, as things received
from, and to be disseminated to, many parts of the world, like so many messages in
bottles. Boetti was fascinated by the way humans order and classify for the purpose of
acquiring knowledge, and create conventional and arbitrary codes to communicate to
each other. But he also saw that experience in time, and through memory, transformed
conventional codes into processes of change, into myriad stories and histories. (40)
Boetti was playing with the element of chance in ordered systems, but beyond that, was acutely
interested in the idea of “everything has its own time” (Lauter, 57). Christov-Bakargiev utilizes
Boetti’s artistic research related to time and distance in his early postal projects that coincided
with his departure from Turin to restart his artistic practice in Afghanistan. At the time, Boetti
was thinking about the connection between imaginary journeys and itineraries and real places.
He sent hundreds of stamped letters to different places, addressed to different people to wrong
addresses – or rather to locations Boetti had put on imaginary itineraries where the person may or
may not be there to receive it. One of the artists was Lawrence Weiner, for example, to whom
Boetti sent numerous letters to an address in Rome “via the last seven towns appearing in an
alphabetical list of Italian towns” (Arte Povera 84). Boetti collected the ones returned to make an
artwork. Some of the letters were returned, and some were not. The Lavoro postale series is a
precursor to the One Hotel for a few reasons. First, it presents distance as real and imagined,
bringing in the actual localities with imagined itineraries. Second, it explores the element of
chance within an ordered structure: “Boetti’s conception of time is horizontal rather than vertical
– that is, not from a historical standpoint but from a ‘geographical’ one, measuring it as it
unfolds thorough space and culture. (Arte Povera 41-42).
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Now we can turn to the hermeneutical “twinning” in place-as-medium art practice as
presented by the techne of the One Hotel as essentially a gesture of thinking. The year is 1971.
Boetti had recently left his studio in Turin to travel the world on a quest to reinvent his artistic
practice. He was sitting inside a taxi, strumming on a ceramic drum, somewhere on a dusty road
in Afghanistan about an hour’s drive outside Kabul when suddenly, he was held up on the road
by a passing caravan of donkeys and camels. It was a defining moment. The artist felt he timetravelled to the year 1000 and became a twin to himself, an experience that led him to famously
rename himself Alighiero e Boetti (Alighiero “and” Boetti). The imprint of this twinning
moment was for Boetti a “self-genesis, a continuous birth, a vision after another” (Lauter 44).
The taxi ride in Afghanistan is also the story behind Boetti’s iconic self-portrait of himself
holding hands with himself (see fig. 18).
Boetti himself was interested in the “twin” aspect of thinking and subject consciousness.
Boetti’s exploration gives the sense that space is a private enmeshment of different worlds in the
same consciousness. Duplicating himself in the photograph creates a simultaneity of two selves.
The significance is marked: subjectivity is more than just internal thinking. Now, the
superimposed subject has two minds of its own in a shared space. Boetti recalls the vivid
connection between the self-portrait as twins, his renaming as Alighiero e Boetti, and the taxi
ride in Afghanistan in a letter written on March 25, 1992, only a couple years before the artist’s
death:
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I was outside the city, nobody was there, when I saw a caravan of Kuci, Afghan nomads,
with horses, donkeys and a lot of camels. I was sitting in the taxi, my fingers were
playing the drum, when all of a sudden that phrase “giving birth to the world” crossed my
mind. I had been in a flat in Turin just a few days ago, I was looking at a caravan passing
by, year 1000, and I was also the one who had this vision. I created that image. So I
looked for a very tiny piece of paper and I wrote down the phrase. (Lauter 44)
The words Boetti jotted down on the piece of paper were “mettere al mondo,” a phrase that
Italians use when talking about newborn babies. Its literal translation is “to put (out) to the world,”
as in, one “puts to the world” one’s child. Later that day, Boetti met with his new business
partner, Gholam Dastaghir, to open the One Hotel, a small hostel and artist retreat on Share-eNau (Chicken Street) in the Northeast quadrant of Kabul.
As Boetti remarked when he got out of the taxi for the first time in that dusty road
surrounded by mountains, being with is putting the world into the world. We are the
Doppelgänger: not the same life in two different worlds, but two lives in the same world. Such
twinning is at play in the play of places of dOCUMENTA (13). “Place” is experienced in the
realm of senses, mixed with the reason, understanding, and, as Boetti suggests, even beyond
consciousness to a twin consciousness. The moment of the twinning happens the moment Boetti
exits the taxi outside of Kabul in view of camels, donkeys, and the timeless mountains. The
action is spatial. Boetti’s 1974 artist’s statement articulates our twinning consciousness that
could just as well have been said by Garciá Torres:
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It would be nice if there were two worlds, one wholly conscious, the other wholly
unconscious, going along hand-in-hand without ever getting muddled; instread of finding
ourselves between the two with no certaintly, monstrously held inside the past pain-filled
subject. (Arte Povera 237)
The One Hotel entered into Christov-Bakargiev’s curatorial design about nine months into the
project, after the initial intensity of “Collapse and Recovery” had been established with the
connecting of Kassel to Breitenau. In Kabul, the context of dOCUMENTA (13)’s Breitenau
Effect changes entirely. We can use one city’s experience as a point of comparison with another
city’s by linking them through an elemental quality of a historical overlapping of time. The
Breitenau effect gives rise to the play of places by introducing a new interlocking location of
Afghanistan, but its departure opens up a new world and an entirely new medium for thinkingthough-place. Christov-Bakargiev’s curatorial propositional, is more than the gesture. At
dOCUMENTA (13) the new history of 1972 is unfolding in 2012 when grounded in the play of
guest/host of the One Hotel between Boetti and Garciá Torres. The evolution of that gesture is
chronicled in the constellations of events that were instigated with the inclusion of Garciá Torres
into the developmental thinking that we can see in the documented conversations with friends
and artists that led to Kabul being a place of field research for the artistic design of the exhibition.
After Christov-Bakargiev first connected with Garciá Torres in Los Angeles, it took
about seven months to organize the first research trip to Afghanistan in May of 2010 that
included other artists, advisors, and philosophers including Michael Taussig and Francis Alÿs
(The Logbook 28-30).66 The group of artists visited the Buddhist caves in nearby Bamiyan that
had been blown up by Taliban forces in 2008, for example, among other scouting and social
activities. Being together physically in Afghanistan resulted in the manifestation of many
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projects, not the least of which was the reactivation of the One Hotel as a project space leading
up to and throughout the summer run of dOCUMENTA (13).67 A Seminar Series took place over
two years in Kabul and nearby Bamiyan that involved about twenty-five Afghan art students as
well as writers, artists, theater professionals, and thinkers, both international and local.68 The
initiative brought the institutional heft of documenta to support and grow the art and culture of
Afghanistan. The programing in Kabul offered instruction in artistic practice related to language
and translation, inclusion and exclusion, archiving, and the use of materials while the two-part
series in Bamiyan offered hands-on instruction on the ancient craft of stone-carving and the
Arabic art of storytelling.69
In all of the complex programming of dOCUMENTA (13), the spectral Boetti was everpresent. The group research trip to Kabul in 2010 gave rise to the decision to rent Boetti’s former
property (it had long since been converted to office space) to be used by Torres as again as a
place of hospitality during the run of documenta in the summer of 2012. She explains: “That is
how I resolved the problem of the historical. Kabul is in Kassel, Kassel is in Kabul. It is a Dream
state. Everything is occurring in the same way. Nothing is from the past. Everything in the visual
field is of today and enters into the structure of today” (interview with Man Ray Hsu, August 14,
2012). Rented for García Torres as an artwork, as “a place where things could occur,” and thus
the new version of the One Hotel became “a partly real, partly fictional space-time of the
imagination of dOCUMENTA (13)” (The Book of Books 37). Torres presided as host to the One
Hotel, offering tea in the garden with newly planted roses. The activities in the rented space of
the old One Hotel included not only the serving of tea, but organizational meetings, casual
encounters, organized workshops, one-to-one experiences, and even a rock concert (The
Guidebook 476). Through his personal involvement with visitors to Kabul, Torres further
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extends his engagement with Boetti at the One Hotel by again playing upon the concept of host
and guest in a similar way as his imagined fax correspondence with Boetti over logistical details.
Andrea Viliani writes: “This blurred, narrative approach to what art is allows conventional
distinctions between guest and host, or now and then, to soften, echoing the welcoming
multiverse of artistic gestures that is at the heart of dOCUMENTA (13) in Afghanistan (The
Book of Books 664). The One Hotel in no small part allowed Christov-Bakargiev to use the play
of places to enter into historical time and change its past, present, and future. More than a simple
satellite of dOCUMENTA (13), Kabul and Bamiyan, in play with Kassel and Breitenau, and
those in play with both Cairo and Banff, became determinant in the provisional thinking that
imagines and materializes the aesthetics of place as a space of possibility.

3.3 The world of Mappa and the play of places of dOCUMENTA (13)

Figs. 21, 22. Installation Views: Mario García Torres installation at dOCUMENTA (13) in
Kassel, Germany, 2012, showing Alighiero Boetti, Mappa (1971-72) (left); and Mario García
Torres, Share-e-Nau Wondering – A Film Treatment (2006) (right).
García Torres’ activities in Kabul were partnered with his curated exhibition at
dOCUMENTA (13) in Kassel (see figs. 21 & 22). From the first encounter with Boetti’s work in
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the generous installation at on the second floor of the Friedericianum, the viewer is prepared to
engage the work within the larger concept of the event of twinning as guest and host across time
and distance. There is a mixture of artworks by both Boetti and García Torres as well as archival
materials that relate to the history of Boetti’s involvement with Harald Szeemann’s 1972
documenta 5. The inclusion of the archival works underline Christov-Bakargiev’s question, “Can
dOCUMENTA (13) take place in 1972 in Kabul?,” by including correspondences between Boetti
and Szeemann as they negotiate what artworks will be part of the exhibition. Lavoro postale
(permutazione) (1970-71) was included, but the anchor of the 1972 installation would have been
Boetti’s original Mappa (1971-72) made for documenta 5.
García Torres’ strategy is to connect all the works in the installation through the trope of
the guest/host relationship to extend an invitation from the Middle East to Europe. The idea was
actually Boetti’s. The original Mappa (1971-72) was created during Boetti’s first year in
residency at the One Hotel. However, it never appeared in Kassel. Instead, Boetti sent a placard –
his name – set in bronze and asked Szeemann to affix it to the outside front door of the
Fridericianum. The address marker on the outside entryway of the Fridericianum makes a claim
of authority but asks a larger question of authorship. For Boetti, letting go of the making was
crucial to his freedom as an artist. He claimed authorship of the entirety of the contents of the
building with the gesture. It was absurdist; but seen in the light of the 2012’s dOCUMENTA (13)
and the concepts that Christov-Bakargiev eventually teased out, it is fitting in that logic of dedistancing, claiming something as one’s own as a twin, in a playful way is the artistic gesture
that makes more sense through the lens of the contemporary present project. Letting go of
authorship opens up the question of authorship across time: with the inclusion of the name plate,
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today, can we say that either documenta 5 or dOCUMENTA (13), or both, are in 1972 in Kabul
– overlaying Boetti’s absurdist proposition with Christov-Bakargiev’s in parallel ways.
The world of the One Hotel is without question grounded in Boetti’s twenty-year long
Mappa project, a collection of roughly 125 tapestries hand-sewn by Afghan women from small
family-run artisan workshops from the period 1971 to the mid-1980s in Afghanistan and
Pakistan. Boetti supplied the patterns and materials and gave instructions for national flag motifs
to cover the continents according to sovereignty. This idea came from a project Boetti was doing
in the late 1960s on areas of conflict in the Middle East that preceded his move to Kabul.70
Within the framework of the initial design concept, Boetti encouraged the embroiderers to make
artistic choices. Over time, the colors of the ocean change, the shape and size of continents shift,
and borders of phrases and block letters carry personalized marks of their making. Boetti writes
of the giving up of the artistic choices to the embroiders; his artistic statement on Mappa from
1974 reads:
For me, the embroidered Map couldn’t be more beautiful. I did nothing for this work,
chose nothing myself, in the sense that: the world is shaped as it is, I did not draw it; the
flags are what they are, I did not design them. In short I created absolutely nothing. When
a fundamental idea, the concept, emerges, there is no need to decide on anything else.
(Arte Povera 237)
Over the years, the different Mappas record the changing borders of nation-states, such as the
break-up of the Soviet Union and the changing borders of Palestine and Israel. As a driving
concept, Boetti wished to show “the world as it is,” which was rephrased as Boetti’s motto: “To
Bring the World to the World” (Cerizza 2). García Torres’ restaging of Mappa in 2012 allows us
to appreciate its changing meaning in our own time, as authorship is again released.71
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The hand-made tapestries tie the work intimately to Afghanistan, but their founding in a
practice of co-authorship connect them to the question of authorship in general and artistic
practice as an element of art history in particular. Christov-Bakargiev explains it this way:
“Boetti attempted to ‘impoverish’ the authority of the ‘author’ and all egocentric self-expression
in order to be in a receptive position, channeling different kinds of experience into practice,
creating relational and communicative subjectivity” (Arte Povera 41). In their totality, the
collection of unique tapestries of the Mappa series captures the changing history of national
borders in geo-political terms in which their internal play of places is also a way of rewriting
history.
What is the special character of Boetti’s Mappa within the context of Garciá Torres’ new
enterprise? It is not simply a map. It is a “making-space” that in Heidegger’s words “grants an
appearance for present things to which human dwelling sees itself consigned” (Heidegger
Reader 307). To be in the world of Mappa is to be open to the shared way people belong to the
world despite differences in nationality, culture, climate, and development – even across
different moments in history. It also describes the world as a human one in which nations rule
over the natural world. The ‘space the work itself has first created’ that determines the ‘place at
which it comes to be erected’ is embodied in the hand-sewn tapestry, to recall Heidegger’s
description of the space of art in Art and Space. To “see” the interconnectedness of things in the
world of Mappa is to see the world in a non-objective and non-theoretical knowing. Mappa
transforms as it is brought into dOCUMENTA (13) through Garciá Torres’ personal involvement
with Boetti’s work. Mappa has its own history that has come to the present just as Benjamin’s
collected fragments that make up The Arcades Project, and Garciá Torres’ work changes that
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history again by taking us back to its beginnings in the 1970s, or more specifically to the
geographical site of its beginnings in Kabul.
Continuing though the installation in the Fridericianum in Kassel, in a small room annex
off the main room, Garciá Torres screens his work, Have you ever seen the Snow? (2010), a 50minute narrated photographic slideshow. In the work, García Torres crafts a narrative through a
series of photographs that take us along on his journey to search for the poetic meaning of the
One Hotel. The slides move slowly. We are invited to look closely at the images, as García
Torres has done for years. Most of the slides explore different presentations of the the iconic
black-and-white photograph of Boetti and his Afghan business partner at the entrance of the One
Hotel, with a boy in a traditional Afghan cap crossing the field of vision in the lower left-hand
corner (see fig. 18). García Torres sleuthed for years to find additional photographs that could
make sense of the puzzle of the One Hotel. He eventually secured other images from the camera
roll of that day that were given to him by Boetti’s widow Annemarie Sauzaeu; and with zoom
technology, he discovered other people in the reflection of glass in the scene, as well as the
actions that happened around that moment. In the narration, the voice of Garciá Torres tells the
story how, after scouring countless images of the streets of Kabul near Share-e-Nau, or “Chicken
Street” in the quadrant of the city that used to host the American embassy, with all of the many
changes of businesses and ever-evolving signage and construction updates on the building
facades, the actual location was finally found.72
The second installation of García Torres’ work in the Fridericianum is Share-e-Nau
Wondering – A Film Treatment (2006) (see fig. 22). The work consists of a line of fictional faxes
chronicling an imagined business and logistical correspondence between García Torres and
Boetti. The faxes are arranged chronologically in a display case so that a viewer can read the
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correspondence as if reading an historical archive. The conflation of García Torres putting
himself into a working relationship with Boetti in the managing of the hotel with his own art
historical research on the One Hotel makes the imaginary collaboration a real one, at least in the
imaginative space of the installation as a whole. Thus, García Torres successfully changes the
“history” of the One Hotel to include himself in its reality in the past.
In accepting, after a lapse of thirty years, Boetti’s invitation to be a guest at One Hotel,
and finally replacing him as manager of the guest house, García Torres engaged in an impossible
dialogue between people, times and places remote from each other, exemplified in the screening
at dOCUMENTA (13) of the video Tea, 2012, made in Kabul. The two artists, though from
different generations and backgrounds, traveled the same path, undertook the same journey and
finally they inhabited the same rooms. Though strangers to each other and the Afghan context,
they both decided to open and manage, for a period of time, a place offering accommodation and
hospitality, a guest house in Kabul. In this way, García Torres, unlike a normal exhibition curator,
finds space for a more intimate and personal evocation of Boetti’s figure and artistic practice. By
affirming the fleeting nature of his artistic identity and practice, in a way that is characteristically
Boettian and twofold (as in the artist’s own presentation of himself as Alighiero “e” Boetti),
García Torres places himself in a constant oscillation between himself and Boetti, between guest
and host, between past and present, proposing a twinning experience based on the redefinition of
the very concept of the artist and the work. Who is who? When? Where?73 The One Hotel as a
play of places is an aesthetic thinking practice because thinking itself has undergone the
transformation of subjectivity that extends to knowledge going through the self and the twin of
the self. To experience the mysterious connection another – not oneself is to enter intersubjective

130
thinking. Place-as-medium enables a new inter-subjectivity of being-with in the “free openness”
and “ecstatic time” possible while thinking through place.74

3.4 One Hotel as the techne of dOCUMENTA (13)
Like the essential gesture of sadness captured in the branches of a weeping willow in
Arnheim’s perceptual psychological example, Christov-Bakargiev’s curatorial move to ask, “Can
dOCUMENTA (13) be held in 1972 in Kabul, Afghanistan?” evokes the gesture of a
spatial/temporal formation of thinking as a play of places. Identifying this move as an essential
gesture of the curator leads to the consideration of the One Hotel’s function within the greater
festival of dOCUMENTA (13). With the reactivated use of the One Hotel as the formative
project that made Afghanistan an official site, ultimately, Garciá Torres’ project in both Kassel
and Kabul in 2012 is a crucial element in the activation of the particularized “thinking through
place” of dOCUMENTA (13). The move opens a space of art as a place of possibility – not an
esoteric concept – but as an opening that is a gathering of people, places, and things that results
in concrete reformulations of relationships, institutional partnering, and new artistic projects
through the reopening of the One Hotel in Kabul as a form of ongoing knowledge production.
The Boetti effect, like the Breitenau effect, takes on a life of its own in dOCUMENTA (13).
I argue that the “play of places” in dOCUMENTA (13) is a form of artistic techne.
Techne, a term recovered from early Greek thinking about art is an important term in the
philosophy of art. According to Heidegger, techne “never signifies the action of making” (Basic
Writings 184). William Lovitt, in his introduction to The Question Concerning Technology and
other Essays, explains the early uses of techne in Greek philosophy and they ways in which the
term is taken up in Heideggerian thought. Lovitt writes:
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There was a time when the bringing-forth of the true into the beautiful was called techne.
The poiesis of the fine arts was also called techne. At the outset of the destining of the
West, in Greece, the arts soared to the supreme height of the revealing granted them.
They illuminated the presence of the gods and the dialogue of divine and human
destinings. And art was called simply techne. It was a single, manifold revealing. It was
pious, promos, i.e., yielding to the holding sway and the safekeeping of truth. (339)
Denoting the One Hotel as techne of dOCUMENTA (13) returns the meaning of techne to its
early roots where making is tied to knowledge. To consider the One Hotel as techne calls to
attention the importance of the place in the role of thinking.75 In her two essays in The Book of
Books, Chus Martínez expresses the role of thinking in relation to knowledge; first as a theory of
artistic research where the term “maybe” is “a marker, a tool to register these plausible
operations that art makes from the inside of knowledge” (“How a Tadpole” 47); and second as an
assertion that the art of the present is formulating “a new language that reflects a less
anthropocentric world” (“Unexpress the Expressible” 494). She writes “art is determined by
relations of force – of affect and power – at a given historical moment, and singularity is
established as the place where knowledge passes through the self” (“Unexpress the Expressible”
494). dOCUMENTA (13)’s techne opens a space of possibility where, with determined
indeterminacy, historical time and geographical distance are freed from fixed positions. Such
freedom extends to opening thinking beyond human subjectivity a worldly sense. Such is the
stretching of knowledge of dOCUMENTA (13).
The space/time creativity of thinking through place in place-as-medium can be
contextualized within the story of philosophy. Much work in aesthetics has gone into recovering
the ways in which art figures into the earliest beginnings of Western thinking.76 In Early Greek
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Thinking, Heidegger looks to the early Greek philosopher Parmenides (born 515 BCE) and his
framing of thinking as not separate from Being by analyzing a fragment of his writing: “For
thinking and Being are the same” (79). Heidegger contrasts ontological spatializations of
thinking from the early Greeks to the way later Greeks (namely Plato and Aristotle) set-up
thinking representationally as metaphysics (87). The spatial dimension of thinking for the early
Greeks is called aletheia whose general activity of thinking is unconcealment (104). Any
appearance emerges out of a state of concealment, so therefore the action of thinking is spatial
insofar as what comes out of concealment into concealment. Unconcealment involves a
movement of space. Heidegger formulated aletheia as a coming to presence of truth, which is a
different formula than Socratic thinking’s finding of truth rationally by the dialectical method.
By showing how early Greek thinking did not look to the idea, but rather a moment of revealing,
where thinking and being are the same thing, Heidegger wishes to recover a mode of thinking
that was altered. In the book, Heidegger also considers the role of German idealism and quotes
Hegel who connects thinking with Absolute consciousness: “Thinking produces itself, and what
is produced is a thought. Thinking is thus identical with its Being; for there is nothing outside of
Being, this great affirmation” (80-81).
Lovitt also raises the issue of the temporal dimension of techne: “For the Greeks the
coming into the ‘present’ out of the ‘not present’ was poiesis” (Lovitt 10). Aletheia as
“unconcealment” is not as a function of reason, but a true confrontation with the present. It is
possible to consider Christov-Bakargiev’s curatorial gesture in dOCUMENTA (13) through
these early formulations of techne. What is essential is the opening up of space as a movement
between concealment and unconcealment and its play with time. They go together. When
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dOCUMENTA (13) pushes us to imagine we are in the exhibition in Kabul in 1972, we must
change our thinking as a play of distance and time in partnership with each other.
Returning to the discussion of the space of art in Heidegger as it relates to temporal and
spatial constructs of the play of places in place-as-medium, Heidegger’s essay The Origin of the
Work of Art explains the partnership of time with the space of unconcealment when he talks
about the bringing-into-work of truth as an unconcealment of Being using the two examples of a
Greek temple and a Van Gogh painting of shoes. The “truth” is unconcealed in an uneasy push
and pull in an aesthetic space he calls the “rift” between “world” (particular constructions of how
the world “is”) and “earth” (the totality of everything that exists that usually escapes our
attention). In the case of the temple, this can encompass the complex set of events and their
meanings in terms of community and personal rituals and bonds as they ever change in their
presence; and in the case of the peasant shoes, the truth of a world where people are connected to
the soil, to daily work, and to the vast history of working the land.
In all three cases – the Van Gogh painting, the ruins of the Greek temple, and the
reopening of the One Hotel at dOCUMENTA (13) – a world opens up through the aesthetics of
place in which time is released from fixed associations. Heidegger is careful to point to the
material groundedness of the art – the temple is made of stone, which is hard and sits in a
landscape. It is a ruins, and no longer serves its original use (therefore it is now historical). The
painting, meanwhile, is made of paint, which comes from pigments and other stuff of the earth.
Nevertheless, it is an object that can be handled, sold, or put in a museum. The One Hotel at
dOCUMENTA (13) is both real and imaged, both past and present, in Kabul and Kassel at the
same time as a play of places. In all three artworks, the “work” of art happens in a place outside
the object’s “normal” environment (Gadamer’s hermeneutical realm), and this “work” must be
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preserved by people who enter that poetic place and who dwell there in order to keep the “work”
in the artwork “working,” what Heidegger in The Origin of the Work of Art called “the creative
preserving of the truth in the work” (Basic Writings 202).
How can we understand the special character of space in art in these terms? Heidegger
conceptualizes this when he writes: “Towering up within itself, the work opens up a world and
keeps it abidingly in force” (Basic Writings 169). Figel explains further what the Origin essay
says about place and space in particular: “The artwork is not to be understood in relation to
something or someone, because it itself opens relationships. The work ‘itself first creates the
space that it pervades,’ it determines ‘the place at which it comes to be erected’” (17). To make
sense of Heidegger’s two examples, imagine a time before the temple was built – it was simple a
rock-hewn hillside. But once the stone pillars are erected, a place is created that gathers together
a myriad of events – strengthening of community through celebration of seasons, spurring of
memories and hopes for the future to name a few. This place is not limited to the area around the
temple – it pervades the entire life of the community. Its reach is carried by people who travel
near and far. A temple is a place where countless associations can be formed. We can even enter
the world from our distant present at a time when the temple is a ruin. By entering the “free
openness” and “ecstatic time” of the temple, we are at once ourselves and our twin, at the double
fold. As A. Mitchell reminds us in Heidegger Among the Sculptors, “things are particularly
concentrated places, knots of space, thickened, poetic places (76). Art is not for the individual
subject, however. The space of art is a shared space. Heidegger writes:
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Preserving the work does not reduce people to their private experiences, but brings them
into affiliation with the truth happening in the work. Thus, it grounds being for and with
one another as the historical standing-out of human existence in relation to
unconcealment. Most of all, knowledge in the manner of preserving is far removed from
that merely aestheticizing connoisseurship of the work’s formal aspects, its qualities and
charms. (Basic Writings 193)
The four changing conditions of dOCUMENTA (13) offer a specific spatial/temporal construct
that can be applied to the assembled objects of the event. Christov-Bakargiev’s advance is the
play of places.
Returning to 100 Notes – 100 Thoughts, in Taussig’s discussion of Benjamin, the
labyrinthian one-way streets of Paris became a collection zone that frees objects from their
normal contextual framing. Taussig asserts that the element of chance allows the collection to be
“an instrument for divination” (60). Within Benjamin’s blue notebook, world escapes the world
– the seemingly impossible way out of the conditions of war and danger may be possible.
Whereas Taussig frames Benjamin’s “chance” collection of objects as a doorway back in time
that can “unfix” modernity in its present by relocating its formation in the objects that hold
difference knowledges from the past, in dOCUMENTA (13) the co-location of the exhibition in
four cities on four contents as a form of techne brings the world to the world anew and reveals
itself as a specific thinking gesture through the play of places.
As playful as The Arcades Project appears, Benjamin’s taking on history as an aesthetic
problem and not a political one (although the two can be seen as one and the same) was among
his most serious undertakings. Not only that, but the undertaking holds the urgency of political
necessity because of the times. Benjamin’s work was done amidst serious personal danger
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because of his direct confrontation with fascism in his role as a public intellectual. Benjamin’s
The Arcades Project can be considered art more than philosophy because the notes are a
collection of ideas from many sources, not just his own (the notes include fragments and ideas
from writers such as Baudelaire, but also additions from anonymous voices). His historiography
is a collaged cartography of many voices that deploys a personalized mysticism and political
radicalism through a theory of “weak messianism” to attempt to overcome the overarchingly
destructive social forces in the present (Khatib 7), which Benjamin explains in “On the Concept
of History”: “Then our coming was expected on earth. Then like every generation that preceded
us, we have been endowed with a weak messianic power, a power on which the past has a claim.
Such a claim cannot be settled cheaply. This historical materialist is aware of this” (Khatib 7). In
his work, Benjamin believes that a certain opening of hope through the never-lost trace of the
past hope to promises a better future (i.e., the Messiah to come) was a force that can be tapped
into in terms of revolutionary politics when he writes: “[h]istory is the subject of a construction
whose site is not homogenous, empty time, but time filled full by now-time” (Khatib 3).
While Benjamin’s theory of history is usually associated with an abstract and nebulous
“messianic time,” in The Arcades Project, we see a much more personal confrontation with
history in the way that the world of objects can be incorporated to the world of one’s own. Sami
Khatib identifies the rhythm of Messianic nature as happiness (Khatib 7).77 Taussig says of
Benjamin “his objects do not come alive in him, but rather it is he who lives in them”
(“Fieldwork Notebooks” 60). Christov-Bakargiev’s collection of places proposes a different
format of divination through the play of places because she is purposeful in putting her objects
through a set of four specific conditions. The divination of the collected cities and art projects
assures us that being under siege is never without hope in the aesthetics of place.
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3.5 Thinking through the play of places in Carolyn Christov-Bakargiev’s Brain of
dOCUMENTA (13)

Fig. 23. Carolyn Christov-Bakargiev, “mind map” of dOCUMENTA (13), (2012).
We now bring our analysis of the One Hotel as a play of places together by looking at
Christov-Bakargiev’s mind map of documenta and her activating the four conditions of stage,
siege, hope, and retreat in her opening exhibition Brain. In the mind map, it is clear that the One
Hotel in Kabul forms one of the key nodes of the exhibition (see fig. 28). It is useful to see how
the relationships are detailed. On the map, the dark lines connect the One Hotel not only to
Kassel, but also to Breitenau (a short distance from Kassel), and to Bamiyan (the site of the
monumental Buddhist cave sculptures in Central Afghanistan blown up by the Taliban in 2001 a
few hours’ drive from Kabul). In the diagram, it is possible to see how the locational turn of
dOCUMENTA (13) by way of the One Hotel was a precise means of opening up the
“phenomenal spatialities” realized in the event (“The dance” 7). The map includes the other
intensities as well (Collapse & Recovery, “Archive,” Storytelling,” and “Ecology”). In
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dOCUMENTA (13), artistic practice is presented as non-specific knowledge that is tied to
locality under four stated conditions “in which people, in particular artists and thinkers, find
themselves acting in the present” (“The dance” 35): Christov-Bakargiev explains:
- On stage. I am playing a role. I am a subject in the act of re-performing.
- Under siege. I am encircled by the other, besieged by others.
- In a state of hope, or optimism. I dream, I am the dreaming subject of anticipation.
- On retreat. I am withdrawn. I choose to leave the others, I sleep. (“The dance” 35)
Even though these conditions are not comprehensive, they “acquire their significance through
their mutual interrelation and resonance” (The Guidebook 458). The aliveness of shifting
conditions within artworks and across artworks brings together time and space in an interesting
way.
While it is obvious that the choice of the four cities in the four countries of Germany,
Egypt, Afghanistan, and Canada dramatically spatializes the event in order to conflate the notion
of space, Christov-Bakargiev also links the four conditions to time. In simplified terms, they can
be stated as follows: Stage = continuous present; Retreat = suspended time; Siege = compressed
time (no space); and Hope = released time (“The dance” 35). It is in the aesthetic thinking of
dOCUMENTA (13) where we enter the state of apparent simultaneity. Even in the temporal
realm there is a constant fluctuation of these conditions. She writes: Afghanistan today is “a
location clearly under siege yet also in a state of hope, retreating, and more than almost
anywhere in the world, on stage in the media worldwide” (“The dance” 37). Boetti’s One Hotel
of the 1970s served as a retreat, inspired artworks, operated as a real hotel, and endured reality of
war. Garciá Torres’ One Hotel can likewise be describes using any of these four conditions.
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What does this mean to create a play-of-places within “the aesthetics of place”? ChristovBakargiev names it as an immersion. “A place is no fixed thing; it has an episodic history and
takes its particular aspect through an intense immersion” (“The dance” 37). The intense
immersion into the place of the One Hotel gave dOCUMENTA (13) a real presence in Kabul in
2012. As mentioned before, along with serving as a second exhibition site of dOCUMENTA (13)
that included the works of many international artists who were also showing in Kassel, artists
were brought in the give public lectures, work was done in archives, and local students
participated. A makeshift theatre was created in a bombed-out building, and there, an astounding
35,000 people waited in line to see Francis Alÿs’ avant-garde film, REEL/UNREEL (2011).78
Making Kabul a location of dOCUMENTA (13) changed the landscape for art in Kabul.

Figs. 24, 25. Installation Views: Carolyn Christov-Bakargiev, Brain, dOCUMENTA (13), inside
the rotunda of the Fridericianum in Kassel, Germany, June 09 to Sept 16, 2012.
The Brain was located in a small glassed-in room in the rotunda on the first floor of the
Fridericianum. Christov-Bakargiev calls it “an associative space” (The Guidebook 24). In this
small gallery, contemporary and historical works and documents are displayed in cabinets and
vitrines, on the walls, on a chair (in one case), and on the floor. These objects include 4,000 yearold hand-sized Bactrian princess sculptures from Pakistan and Uzbekistan; the still-life vases and
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bottles out of painter Giorgio Morandi’s studio, along with six of his paintings of those objects;
architectural plans for Horst Hoheisel’s 1984 counter-monument in downtown Kassel; personal
items and taken by Lee Miller from Hitler’s Frankfurt apartment shortly after he killed himself,
as well as photos taken of her bathing in his tub; video footage shot by Egyptian artist Ahmed
Basiony in the hours before he was gunned down in Tahrir Square in 2011; a mass of meldedtogether art objects salvaged after a shelling fire from the National Museum in Beirut during the
civil war in 1975; and photographs of “bomb ponds” in Cambodia by Vandy Rattana, as well as
others. As a grouping, these pieces together stimulate new trains of associations and prepare the
viewer to think about art at dOCUMENTA (13) in relation to Bakargiev’s four stated conditions:
“on stage,” “under siege,” “in a state of hope,” and “on retreat.” By tapping into the deep
heritage of places and creating room for the mind to oscillate between different conditions of art,
the Brain brings to the imagination the world at different times and from specific places (The
Book of Books 13). This activity can be thought of as the play of places because each of the
works gathered from different corners of the world from different historical eras all carry traces
of trauma that we can relate to when we think through them in dOCUMENTA (13)’s four stated
conditions through the four cities.
Why is this core installation called Brain? In a general sense, it asks audiences to
consider as a form of consciousness the history of documenta’s founding in 1955 amidst the
trauma and recovery in Germany through a broader perspective of the assembled artworks from
different times and places by thinking through the four stated conditions of the four co-locations
of the exhibition. On a larger level, it asks how art relates to consciousness at the level of geopolitics in the present and almost calls for a re-mapping of historical memory. The on-line
newsletter from the closing week of the exhibition describes why the motif of a brain is crucial to
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understanding the aims of the project: “And now we add that an exhibition could be thought of
as a pre-reflexive consciousness, a qualitative duration of consciousness without itself. A bliss
able to go beyond the aporias of the subject and the object – an experience of life no longer
dependent on the first, nor submitted to the latter. Art is ceaselessly posed in life”
(newsletter@documenta.de, closing week, September 8-16, 2012). The curatorial design of the
opening installation, therefore, can be considered a problem of the mind.

Figs. 26, 27. Judith Barry. For when all that was read was…so as not to be unknown (2012), as
folded origami Guidebook for the Brain of dOCUMENTA (13) (left); Installation View inside
the Brain of dOCUMENTA (13), Fridericianum, Kassel, Germany, 2012 (right).
The conceptual ideas for the Brain can be further understood through an analysis of
Judith Barry’s artwork entitled “For when all that was read… so as not to be unknown” (2012).
A technical and conceptual feat, the origami object helps to uncover the central premise for the
Brain for dOCUMENTA (13), both in its concept and its form as it relates to time and space.79 In
a sense, the Brain of dOCUMENTA (13) is curated within the object itself. Barry has long
worked with issue of historical memory and narrative in her artistic practice, including a recent
body of work, Cairo Stories, 2011 that collects stories by women in Egypt. The Guidebook
describes Barry’s work as producing appearances of different “subject positions” (The
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Guidebook 44). Her long-standing friendship with Christov-Bakargiev led to a collaboration
between the two to come up with a guidebook for Brain. According to Barry, the two talked
about the project extensively over many months as it was in development.80 Upon hearing
Christov-Bakargiev’s vision, Barry imagined creating a book with no hierarchal or linear
structure and making “time visible around space of each object” (Mousse 57). Barry offers three
issues she believes are at stake in Brain. The first has to do with the object and time. Borrowing
from Derrida’s Archive Fever, she writes: “These taxonomies, partial/incomplete/fictional are the
traces that survive as the clues to be sifted into understanding. This incompleteness is not based
on the empirical history of the object or its visual attributes, rather it is based on how the object
is seen as representing its competing, specific histories at a moment in time as it strives towards
homogeneity” (Mousse 57). The second borrows from Bruno Latour’s remark “matter is as it is
thought by the mind” that creates an ecology around the object that includes the viewer as part of
that ecology (Mousse 57). The third returns to Walter Benjamin. She evokes Benjamin’s
identifying the authenticity of the object as “the essence of all that is transmissible, from its
beginning as an object to the history it has experienced, and which becomes known” (Mousse 57).
Barry’s summoning of the different orientations of objects to time of the three philosophers leads
her to her own discovery: “Or, might this precipitate another way of coming to terms with these
objects and their histories? Could we forestall thinking about this moment as one moment, and
instead experience it as many simultaneous moments that are available to us all at once, where
we might pick and choose among them because perhaps inside time, there is only space?”
(Mousse 57). Barry has artistic praxis on her side. Her puzzle to construct a Guidebook with the
objects assembled in Brain allows her to make her thinking tangible.
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Barry’s artwork is a poster that has text and reproductions of her watercolor
representations of the specific artworks included in Brain with interlacing text about the objects
that move across the paper at different directions. The completion of the artwork involves cutting
the poster into pieces and folding it into an origami book whose final form is an interlaced paper
polyhedron approximately six inches square. The constructed form has images and writing on
both the inside and outside, so that some elements can only be seen in the act of construction.
Words that are disconnected in the poster come together in coherent sentences as the form is
completed, such as the phrases: “paradox of knowledge” which point to the fact that even though
the brain makes neuro-network connections, there is always a paradox of knowledge.
Judith Barry’s Guidebook not only reinforces this idea, but in its material and
performative form (i.e., in the folding of the poster by the visitor to manifest in a real way the
concept of Brain), it puts into play the conditions/meanings of the selected artworks in the Brain
in relation to each other. Having awareness that, within the origami, there is a possibility to shift
conditions of the images directly relates to the curatorial move of the event to be staged in the
four cities under the conditions of stage, siege, hope, and retreat. The interlocking of these
elements through the artist-curator role of Christov-Bakargiev as the artistic Ddrector transforms
dOCUMENTA (13) into a greater entity, something she calls a “complex object” (The Logbook
11). The coordination, openness to collaboration, and joining together of a myriad of different
artworks into a whole allows this “complex object” to produce meaning. As a greater entity, it
becomes a powerful mechanism to instill meaning into the world. This ambitious curatorial effort
by Christov-Bakargiev introduces a way of looking at the “role of consciousness” not simply
through the installation of work in the Brain alone, but also through the activation of the central
installation’s relationship to a multitude of artworks and programming events.
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What can the Brain help us understand about the aesthetics of place? Barry’s Guidebook
shows the problem of trying to fix interpretations of artworks to particular states, conditions,
time stamps, etc., and shows how the Brain utilizes ambiguity as its dominant characteristic.
According to British neurobiologist Paul Zeki, a leading figure in the emergent field of neuroaesthetics, ambiguity in art is not special to art, but rather is a general property of the mind that
artists “make exquisite use of” (Zeki 174). Zeki’s aim is to show that ambiguity not only allows
for the potential for different interpretations, but also is a mechanism that can be utilized “to
instill meaning into the world” (194). Despite the potential for multiple interpretations,
nevertheless, the mind has to land on a particular location and time in order to interpret the work.
Political scientist and historian Philip J. Ethington gives insights on how the brain organizes
thoughts as places that map the institutional structures of history, which he calls the “radical
spatialization of time” (Ethington 127). He writes: “Every past is a place. […] All action and
experience take place in the sense that it requires place as a prerequisite and makes place, in the
sense of inscription” (127). If we think of each object in the Brain as representing a place as a
“radical spatialization of time,” then Barry’s Guidebook helps see how the combination, or
curation, of the objects together in one entity activates a much more powerful and complex
mind-mapping. dOCUMENTA (13)’s Brain, therefore, is more than a simple display of
knowledge or a format for viewing art – it asks for a creative folding and overlaying of thinking
though place in the singular gesture of dOCUMENTA (13): a thing whose gesture is the
enfolding the paradox of knowledge into an object, and whose form radiates its relations to all
other things.
This task is thinking of the time/space disordering of normative time/space is seen in
other projects that Christov-Bakargiev commissioned for dOCUMENTA (13). There are others,
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but to illustrate, I will mention three. The first is the inclusion of theoretical physicist Anton
Zeilinger, not just as an advisor to the artistic director, but as an artist participant in the
Fridericianum. On the second floor, in the room preceding García Torres’ One Hotel project, the
scientist and philosopher set up a series of apparatuses in a room in order to physically prove the
impact of a person measuring themselves in their own environment. Visitors at dOCUMENTA
(13) were invited to first look at one monitor in one side of the room, which measures the
viewer’s presence on the other side of the room, then move to the second machine across the
room that has marked a change. In a second example, artist Anri Sala created a clock that was
installed at Karlsaue Park in Kassel (one of the venues of the exhibition) that showed the time
moving from a slightly different angle, something like the famous painting The Ambassadors
(1533) by Holbein with the anamorphic skull. Only from a certain perspective would the time
appear to be going as we normally think it, but the artist precisely calculated the seconds on the
far side to be longer, and the once nearest to go more quickly. It sat in the Karlsaue Park as an
emblem of the flexibility of time/space. The third piece is twin large-scale photoshopped
photomontages by Polish artist Goshka Macuga, Of what is, that it is, of what is not, that it is not
1 & 2 (2012), one of which was displayed in the Fridericianum and the other in Kabul. Like
Christov-Bakargiev, Macuga is an artist coming out of an art history background. She
meticulously researches art history, and she took the challenge to find out some of the art
historical references to two places – the Fridericianum (which had been bombed in 1942), and
the palace in Kabul (which has been destroyed repeatedly). In the two images, she shows the
Fridericianum after it was burned to the ground in WWII, and the palace in Kabul after it had
been bombed. Macuga photoshopped people with ties to documenta from the past and present
together in a montage that defies the idea that past is past; and present is present. The fact the
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past can include the present, and the present can include the past, Kabul is in Kassel and Kassel
is in Kabul. The power of Benjamin’s messianic time as revolutionary space is now altered to be
a gesture of thinking through place in the context of dOCUMENTA (13).
In conclusion, a very specific and special collaboration over time and space between
Christov-Bakargiev, Alighiero Boetti, and García Torres, in which they all three have a stake is
the founding for dOCUMENTA (13)’s singular topological trace, along with 100 Notes – 100
Thoughts, Barry’s origami Guidebook for Brain, and all the other projects folded within. Unlike
other curatorial initiatives of different iterations of documenta, this one’s proposal, “Can
dOCUMENTA (13) take place in 1972 in Kabul, Afghanistan?” delivers the answer yes: yes, as
an act of hospitality. It is not a matter of nebulous idea that all time and space is relative. No, it is
a determinate form with room for indeterminate thinking; a thinking gesture that creates the
topography through the real co-location in Kabul with the real reopening of the One Hotel. That
presence in Kassel’s exhibition, along with the instigation of all the other projects, allows us to
answer, “yes.”
The way to understand how dOCUMENTA (13) is pushing a new frontier in aesthetics is
to assess Christov-Bakargiev’s accomplishment as a work of philosophical praxis in finding a
new role of consciousness. Asking “what is the role of consciousness?” was in fact one of the
guiding questions that Christov-Bakargiev wrote into the press release at the book launch of The
Book of Books on Tuesday, May 10, 2011. In the last week of the exhibition, after hosting three
pop-up conferences that materialized at the end of the summer: on artistic research; seeds and
multispecies intra-action; and time, Christov-Bakargiev reflected on how dOCUMENTA (13)
answered that initial question:
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And now we add that an exhibition could be thought of as a pre-reflexive consciousness,
a qualitative duration of consciousness without itself. A bliss able to go beyond the
aporias of the subject and the object – an experience of life no longer dependent on the
first, nor submitted to the latter. Art is ceaselessly posed in life. And this indefinite life
posed in art allows us to grasp the lived and living, to understand life as carried by the
events, and by the singularities actualized in the subject/objects. Art does not just come
after life, but rather it offers the immensity of a temporality constituting spaces where one
sees the event yet to come in the absolute of an immediate consciousness. (d13 website)
What can we say about dOCUMENTA (13)? In “The End of Philosophy and the Task of
Thinking,” Heidegger imagines that art could have a much broader reach in society, and that the
place of art could be profoundly different – if it takes as its task, thinking. The One Hotel as the
gesture of thinking-through-place to open a place of possibility, a place of “pure space and
ecstatic time and everything present and absent in them have the place that gathers and protects
everything” (Basic Writings 442-3). If the collaborative work of artist-curators Judith Barry,
Mario García Torres and Carolyn Christov-Bakargiev begin to realize some of this dream, it does
so as an artistic gesture of thinking-through-place.
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CHAPTER FOUR
Place-as-Medium and the question of hospitality in three moments of Occupy
“I am so angry I made this sign.” (a sign from Occupy Wall Street)
– Michael Taussig, Occupy (2013)

Chapter four aims to see what may count as place-as-medium by isolating the
phenomenon of hospitality as a political/artistic strategy in three projects in the contemporary art
space in the context of the global phenomenon of the Occupy movement that swept the globe
around 2011.81 All use the form of the tent in their aesthetic form. The artworks under
consideration were all staged simultaneously in the spring and summer of 2012 at international
art exhibitions in Germany: dOCUMENTA (13) and the 7th Berlin Biennale. Two of the projects
discussed in this chapter are artistic expressions of the Occupy movement, while the other is an
ongoing aesthetic resistance to a long-term military occupation of a homeland. The three projects
set up different ways of thinking about occupation, accounted for by the ways in which
hospitality plays differently into their aims of protest.
The first project is one of the officially commissioned works by Carolyn ChristovBakargiev for dOCUMENTA (13), Dining in Refugee Camps: The Art of Sahrawi Cooking
(2012) (hereafter The Art of Sahrawi Cooking), a project of the National Union of Women from
Western Sahara in collaboration with American artist Robin Kahn. The Art of Sahrawi Cooking
uses as its aesthetic form the ceremonial Bedouin tent – or jaima – as a space of hospitality. The
jaima in Kassel was erected and stitched together by hand by the eight women of the Sahrawi
Tent Cooperative who arrived in Kassel from their home in a refugee camp in Tindouf, Algeria,
where their people have been living since 1975.82 The tent welcomed thousands of visitors inside
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its warm interior of colorful fabrics. The artwork sets up an opening for a shared sense of
belonging through forms of hospitality. As a space of engagement, the aesthetics move beyond
representation of a culture to allow the true space of Sahrawian hospitality to be entered into
through the establishment of a guest/host relationship. The spatial configuration of the jaima as
set up by the women’s collective sustains a form of political power as well. I argue that The Art
of Sahrawi Cooking at dOCUMENTA (13), like Alfredo Jaar’s public interventions, overcomes
the limits of representation and finds grounding in the aesthetics of place through the artistic
strategy of hospitality. By utilizing place-as-medium, The Art of Sahrawi Cooking uses the
poetic practice of hospitality to change the condition of occupation from the violence of
displacement to the art of being sheltered.
The other two projects use the pictorial and practical strategies of the worldwide Occupy
movement’s appropriation of the tent as an occupation of public space. The first is another event
at dOCUMENTA (13) called ‘dOCCUPY,’ a rouge intrusion of 25 tents covered in antiglobalization slogans that appeared on the lawn outside the Fridericianum right after the
exhibition’s opening in June of 2012. dOCCUPY is an occupation of the public space of the
official documenta in a defiant protest gesture that eventually breaks up (thus mirroring the
outcome of the worldwide Occupy movement). Away from Kassel, we then travel to the city of
Berlin to look at another international biennial, the 7th Berlin Biennial. The exhibition became
known as the “Occupy Biennial” because it literally opened its doors to leaders of the global
Occupy movement and created a working encampment to serve as their protest headquarters for
the entirety of its run from April 27 to July 1, 2012. The 7th Berlin Biennial will be considered in
its entirety in order to see how the Occupy activists fared as invited guests of the exhibition, and
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how the curator’s use of an occupation of protesters succeeded in exposing the limits of political
representational in the forms of protest.

4.1. Post-colonial critique of Robin Kahn’s 2012 art project for dOCUMENTA (13): Dining
in Refugee Camps: The Art of Sahrawi Cooking

Figs. 28, 29. Installation View. Robin Kahn and the Woman’s Cooperative of the Western
Sahara, Dining in Refugee Camps: The Art of Sahrawi Cooking (2012), Karlsaue Park, Kassel,
Germany, dOCUMENTA (13) (left); and a sample page from Robin Kahn’s Dining in Refugee
Camps: The Art of Sahrawi Cooking (2011) (right).
Our first project under consideration, Dining in Refugee Camps: The Art of Sahrawi
Cooking (2012), is a model of place-as-medium art practice that grounds itself through the
hospitality of place within the event of “the play of places” of dOCUMENTA (13).83 The project
was situated in Kassel’s Karlsaue Park, a large urban park filled with outdoor installations and
temporary structures by 46 artists out of the more than 200 total artists that exhibited across all
the venues in Kassel. The artists showing in Karlsaue Park were afforded help in designing
custom-built structures to allow their projects to weather the 150 days of the exhibition. Most of
the installations scattered throughout the four-hundred-acre park were designed to displayed art,
however others reflect the breadth and variety of operating strategies of the art projects. One
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example is “The Worldly House,” a small wooden house on a pond that formerly housed geese
repurposed as an archive dedicated to Donna Haraway’s work on multispecies collaborations.
Some structures provided space for public workshops or large gatherings such as Paul Ryan’s
pavilion How to Three (2012) that performed group collaborations all summer long. Other
functional designs included an art-therapy clinic, a private pastoral oasis rented out to lodgers, an
obstacle course for dogs, and even an active dog shelter. Amid this variety of offerings, The Art
of Sahrawi Cooking stood out as a place of hospitality. It was situated along the main avenue of
the park under a tall canopy of trees, and over the course of the summer of 2012, an average of
75 visitors a day entered the jaima tent to eat couscous, drink tea, listen to music, and hear talks.
This artwork acts within the play of places of dOCUMENTA (13). Applying the
framework of changing conditions of place by thinking through Christov-Bakargiev’s four stated
conditions of stage/siege/hope/retreat described in detail in chapter three to The Art of Sahrawi
Cooking requires us to think through the particular cultural practice of hospitality that has
sustained the people of the Western Sahara as a community in exile for nearly two generations.
Statelessness alone is not the only tool of oppression the indigenous people of Western Sahara
are forced to contend with. Even more devastating as an instrument of isolation is the 3,000kilometer militarized border wall containing three million land mines buried in the desert sands
that continue to separate the fighting men from the women and children in the camps.84 In an
interview with Robin Kahn, activist and political representative Nadjat Hamdi explains that
because women make up most of 200,000 people living in exile, women hold the political power
of their nomadic people. Their primary way of holding power is through maintenance of the
cultural traditions. Hamdi explains: “Sahrawi women are responsible for organizing everything
there because when we first established and built the camps, most of the men were at the front,
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fighting against the Moroccan occupation. In the camps, the women had to assume – and still
assume – the responsibility for building homes, followed by schools and hospitals. They
organized our whole life in the camps” (Kahn Creative Time Reports).85 The people of the
Western Sahara’s struggle to maintain political independence is not separate from their struggle
to maintain cultural traditions. The two things are entangled. Practicing hospitality at home in the
now nearly fifty-years running UN refugee camp in Algeria or at dOCUMENTA (13), therefore,
is inseparable from the ongoing struggle for self-determination. Kahn states: “It was about the
political power that Sahrawi hospitality carries as peaceful strategy for engaging people, offering
them the opportunity to think, to converse, to rest, to react” (Silas and Stathacos MOMMY).
At the installation, visitors wait in line and have a chance to look at the enlarged pages of
Robin Kahn’s cookbook, Dining in Refugee Camps: The Art of Sahrawi Cooking (2011), that
show recipes and pictures, and give information about the political situation in the Western
Sahara.86 As in a typical scrapbook, we see pictures of maps, text, food dishes, as well as Kahn
with members of the Women’s Union in and around their homes at the UN refugee camp for the
Sahrawian people in Tindouf. The cookbook is the outcome of Kahn’s participation in the
international arts and human rights festival, ARTifariti that is staged annually only a short
distance away from the refugee camp to bring global awareness to the plight of the people of
Western Sahara.87 As an official invitee to ARTifariti in 2009, Kahn was introduced to, and
eventually invited into the homes of leaders of the National Union of Women, two of whom
came to dOCUMENTA (13). The cookbook features candid pictures from that time collaged into
the pages. The images show a feeling of ease among the hosts and their guests, including Kahn.
The pictures are accompanied by text, pasted over colorful cutouts of fabrics and designs.
We learn, for example, about the steps of a traditional tea ceremony:
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Tea is poured from high up and tumbles into glasses without spilling a drop. It is then
returned to the pot to be poured repeatedly back into the glasses. The aim is to create as
much foam as possible on the top of the tea. The process is hypnotic to watch. It is up to
each pourer as to how long and from how high she pours. Once satisfied, she then pours
each glass, places it on another tray and it is passed from drinker to drinker who then
returns it to the tray. The last one to drink returns all the glasses to the host who then
repeats the ceremony twice again. (Kahn, Issuu 21)
The captions under the food dishes carry foreign names: sameet, goflo, bulgamon/laish, Rfissa,
mograbiah, ghee, and herissa, but the food is familiar: everyday bread, banana bread, soup,
couscous, cauliflower and tuna, potato soup, meat grilled on skewers and spiced with saffron,
turmeric, cumin, and coriander. While difficult to quantify, the poetics of place is conveyed in
the recipes that evoke smells and tastes of the food and fragrance of the tea through the pages. In
another example of the regionality of the customs of hospitality, Kahn explains the particular
traditions of the peoples of the Western Sahara by explaining the invitation for guests to shower
upon entering the tent.88 Kahn recalls her experience of receiving invitations to shower upon
visiting families inside the Tindouf refugee camp in 2009 at ARTifariti:
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This is the kind of Sahrawi hospitality that has welcomed strangers into the interior fold
for centuries and it is still operative—it’s a cultural tradition about bringing people
together. And through rituals like this you get to know each other. That is how I learned
about the Sahrawi people—about their history, their culture, and the nature of their
struggle today. (Silas and Stathacos, MOMMY)89
The space of hospitality in the jaima is created by enacting a complex set of practices of the
guest/host relationship rooted in the conditions of the land and its culture and history, not
exclusive of the ongoing violence of erasure from the condition of statelessness. The engagement
with hospitality in the tent allows visitors to become engaged with resistance to colonial power
through their hosts, not representationally, but in practice.
Jacques Derrida and his interlocutor Anne Dufourmantelle, in their performative text On
Hospitality, investigate the spatial realm of hospitality. The question relates whether hospitality
is capable of arresting, even for a time, state violence in the realm of the home. This is the issue
facing the hosts and guests inside the tent of The Art of Sahrawi Cooking at dOCUMENTA (13).
The question is the spatial form of the opening between an absolute form of hospitality and its
performance. Dufourmantelle sets up the distinction as primordial, between (in her phrasing) the
“unconditional Law of hospitality” and “(in the plural) laws of hospitality” (64). Derrida
responds by invoking the paradox of Kant’s notion of absolute law of hospitality in public and
private spaces:
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This is the paradoxical effect of what we are here calling the preventability, the
perversion of this state violence or this right, that is always possible and in truth virtually
inevitable, bound to happen: the effacement of the limit between private and public, the
secret and the phenomenal, the home (which makes hospitality possible) and the violation
or impossibility of home. (65)
Derrida acknowledges that there is the switching of roles in the spatial realm of hospitality:
“[t]he guest (hôte) becomes the host (hôte) of the host (hôte)” (123). While the rules are set by
the host, as Derrida points out, “these substitutions make everyone into everyone else’s hostage.
Such are the laws of hospitality” (123-125). While accepting an invitation does bind one to the
conditions of the host, there are many unknowns as to what may occur. Derrida’s deconstruction
of the language shows the limit of languages to perform what otherwise can transgress
“uncrossable thresholds” (75), such as changing a community like the people of the Western
Sahara out of a state of war into a state of hope or retreat just with the pouring of tea. While
Derrida and Dufourmantelle are right to look to an originary character of hospitality, when we
think through the play of places of dOCUMENTA (13), where place is the medium, then it is
possible to reset the laws of hospitality itself according to positionality.
At the onset, there arose an initial critique of the project that interpreted artist Robin
Kahn’s inclusion of a group of women from the Western Sahara as a form of exotification.90
Although Kahn’s formation of the project during ARTifariti did grow out of engagement with
families in their own homes; nevertheless, transporting the project to dOCUMENTA (13) did
open the artwork to a post-colonial critique. Today, more and more there are calls to decolonize
thinking itself. Our look at the artwork The Art of Sahrawi Cooking through its use of the tent in
comparison to the two art Occupy encampments discussed in the chapter presents an opportunity
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to engage in the endeavor of decolonializing thinking by presenting the artwork as an example of
place-as-medium art.
The overall project of post-colonial critique was first laid out by philosopher Edward
Said in his 1978 book Orientalism. Said defines Orientalism as a means of power controlling
space: “Orientalism can be discussed and analyzed as the corporate institution for dealing with
the Orient – dealing with it by making statements about it, authorizing views of it, describing it,
teaching it, settling it, ruling over it: in short, Orientalism as a Western style for dominating
restructuring, and having authority over the Orient” (11). Forms of domination that reign under
systems of colonization are enacted by the hegemonic control of space in many different realms,
from the political, to the economic, to the social, to the cultural. When an artwork is subjected to
a post-colonial critique, there is an assertion that relationships continue to fall under the
“challenging control” by the dominating power that orders space writ large (described as GeStell by Heidegger already discussed in chapter two), which also reigns in the space of art as set
up by the conditions by which the artwork becomes an artwork.91
While on its face it is understandable that this work can be viewed through the lens of a
post-colonial critique, I take a different position. While Said argues that representations of the
East (or more generally, “the subaltern other”) furthers the destructive forces of the West’s
patronizing of its subjugated cultures, it can be argued that, in the case of The Art of Sahrawi
Cooking, the post-colonial critique only perpetuates the colonial position by remaining on the
register of representation and denying the invitation to enter the artwork on the terms of the
guest/host relationship as proposed by Derrida and Dufourmantelle. When approached as a
place-as-medium artwork within the domain of dOCUMENTA (13)’s position of propositional
thinking, externally motivated representations of political domination do not hold sway. Two
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alternative ways to assess the project are (a) as a holder and producer of knowledge; and (b) as
an originary event of dOCUMENTA (13) in its own process of enowning. Epistemologically, the
jaima in Karlsaue Park can be said to challenge the colonial framework presented in Edward
Said’s Orientalism in one instance in the way it was transported on its own terms and erected by
the women independently because they were the only ones who knew how to do it properly.
Kahn recalls that the crew of dOCUMENTA (13) had difficulty with the initial set-up of the tent
until the women took over and erected it themselves. The anecdote shows how the tent holds
epistemic knowledge beyond its material properties. While other epistemological arguments can
be made, ontologically, the jaima holds knowledge in its totality as an event in an aesthetic
phenomenon of dOCUMENTA (13).
The Art of Sahrawi Cooking can also be situated within the critical discourse that
questions the ethics of participatory art. Claire Bishop, in her influential 2006 essay in Artforum,
“The Social Turn: Collaborations and its Discontents,” frames the issue in the following way:
“Artists are increasingly judged by their working process – the degree to which they supply good
or bad models of collaboration – and criticized for any hint of potential exploitation that fails to
‘fully’ represent their subjects, as if such a thing were possible” (180). Drawing on writings by
Lucy R. Lippard, Grant Kesler, Maria Lind, and others, Bishop notes that often critics “attempt
to think the aesthetic and the social/political together, rather than subsuming both within the
ethical” (182). Bishop concludes that the best collaborative art practices allow us to enter the
aesthetic regime aware of the ethics of participation and of the art itself, activating “antinomy
both in the structure of the work and in the conditions of its reception” (183). Like the postcolonial critique that positions the women from the National Union as exoticized females in a
Western context, the ethical critique of participatory art that sees the women as less-than-equals
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with the artist Robin Kahn, heeding Bishop’s call, it is necessary to locate the project as it exists
as art.
4.2 The guest and host within the nested place of The Art of Sahrawi Cooking
The Art of Sahrawi Cooking, like many artworks, is an event of gathering. However, what
sets the work up on its own terms is that the jaima is a ceremonial form of hospitality around the
traditional Sahrawian tea pouring ceremony. In order to frame the project’s place-as-medium
activity on an aesthetic/ontological register, is helpful to bring back A. Mitchell’s discussion of
Heidegger’s late thinking on the fourfold, repositioning The Art of Sahrawi Cooking as a “thing
that gathers” – or more pointedly, as a thing “that gathers around a tenuous present” (Fourfold
12-13). A. Mitchell defines the fourfold as a specifier of the rules of mediation around the
intertwining operations by which “the thing extends into a world of relations” (14). The fourfold
is the entanglement of a thing’s entrance into relationality in terms of (a) how they appear; (b)
how they are mediated; (c) how they are meaningful; and (d) how they are shared (12).92 Those
four operations together allow the jaima to be at once a gathering place, but also a place of
disassembly. Mitchell explains this disassembly in the following way: “the fourfold
disaggregates the thing by releasing it from the bounds of an encapsulated self-identity into the
streams of relations” (13). In The Art of Sahrawi Cooking, the jaima disaggregates as a tent as it
enacts each originary event of Sahrawian hospitality in Karlsaue Park, mediated by the
provisional thinking of dOCUMENTA (13), and made meaningful by conversation and sharing.
Now we can see how The Art of Sahrawi Cooking specifies these rules around the condition of
occupation set within the bounds of hospitality where place is medium. Critiquing the project on
the register of representation utilizes a different thinking process than thinking through place:
one is metaphysical, the other ontological. Or one is thinking from the outside; while the other is
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thinking from the inside.
The way that The Art of Sahrawi Cooking overcomes a post-colonial critique is in setting
up space through the enactment of hospitality where the women in the collective are the hosts
and visitors are guests. It is in the deep origination of hospitality of place in this case, where the
Women of the Western Sahara are not representations under the purview of another, not by artist
Robin Kahn, and not by dOCUMENTA (13), and not by visitors. Kahn directly confronts her
critics on this account:
The installation was predicated on engagement, exchange and interaction. You had to be
there to have this experience. The atmosphere was in constant flux, changing with the
arrival of each new visitor. Nobody was interested in force feeding a specific
interpretation, instead what was being offered was a dose of hospitality, a peaceful refuge
that was completely surprising in the context of art: a very welcoming environment
constructed by hand in the camps completely by the women. (Silas and Stathacos,
MOMMY)93
The hosts, along with all visitors, appear in the space of art as free subjects within the constraints
of the guest/host relationship. The hospitality of the artwork is not separate from the facticity of
its making, including the originary form of hospitality born in the desert over ions.
Can we say that this nomadic form of political power that the National Union of Women
exercise in their homes within the network of the cooperatives in the Tindouf refugee camp can
be transferred to the art context of dOCUMENTA (13)? How does this work? Just as in the
refugee camps, locality is tied to the ground of thinking on which the tent sits amid the
hermeneutical space of interaction with the events of home life without a fixed homeland and
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visitors experiencing a work of art. Kahn explains:
It was never about being an “exhibit.” Every detail of the project was designed with the
women from the Cooperatives in Tindouf to engage – the silky feel of pillows scattered
on thick carpets; the dazzling patterns of red, blue, yellow, green and gold fabrics; the
incense-scented air mingling with Sahrawi music; the sweet taste of sugary mint tea and
the relaxed and easy manner of the Sahrawis sharing recipes, clapping, dancing, and
talking. (IBRAAZ)
Within a philosophical consideration, then, the jaima erected by the women from the
Cooperatives in a real way opens up a gathering space for people and things to come together in
a shared experience of in-home hospitality. Even though it is difficult to find the voices of the
women from the National Union in art press reports, it is their hospitality that upheld the project
as place-as-medium and gave visitors the opportunity to “think-though-place” in a nonrepresentational way.
Now we uncover the “true space” of art that is at work in the jaima in Kassel and can
revisit what Heidegger has opened up for us as topological thinking, or thinking-through-place in
the space of art. The tent in its physical form is not a sculpture in the traditional sense. It is not
what we would consider fine art of the kind that Heidegger considers in the Art and Space essay
and in his other writings about art in the 1960s and 1970s. Rather, it is a kind of political
philosophical praxis that we saw in the Chillida/Heidegger exhibition co-mingling the etched
handwritten transcription of Art and Space with the collaged art pages of the book that sets up its
own space of art as an event of hospitality that is grounded in locality.
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Utilizing place-as-medium in an artwork requires that the space of art is set up in such a
way where the ground of thinking is different from representational thinking. We see the
conceptualization of the place of art as movement at the place of thinking through it, a border
that A. Mitchell tells us is a border as exchange and reciprocity (Fourfold 1). Words that
Mitchell uses to convey the activity of thinking through art’s exterior, or border include
“yielding,” “granting,” “allowing,” “offering,” “affording,” and others. Another philosopher,
Edward Casey, in discussing spatiality and the boundary, describes “roomliness” as “amplitude
and dynamism” (252). Casey makes an important point that, regardless of where it occurs or how
it occurs, place as a sheltering or a gathering together must be thought of as “regional spatiality.”
He writes: “[s]pace emerges from spatiality for which room has been made for a totality of
involvements, but it does so only in so much as regional spatiality itself is inconspicuously
present - with the result that ‘space itself becomes accessible for cognition” (252). To frame
space as a place of relationality is to accept Heidegger’s invitation to consider this artwork
beyond its physical occupation of space.
Place-as-medium in this case accesses place in Sahrawian hospitality as an active
production of knowledge of a particular culture by all involved: members of the Women’s Union,
artists, critics, and guests. Insofar as it is a work of art, our tent derives its space from the same
spatial concept Plato names as the chora – that unseen container of the dark feminine. However,
The Art of Sahrawi Cooking is not dark space, but rather it is radiating space. Returning to A.
Mitchell, The Fourfold reminds us why place-as-medium is so powerful in affecting the quality
of the relations within the spatial opening of hospitality: “To appear is to be exposed and to be
exposed is to be opened to a beyond, even to welcome that beyond (to invite it). This is what we
might term the ‘hospitality’ of things.” (Fourfold 5). The grounding of thinking through place is
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found in the mystery of its hidden origins of radiating relations. In the tea ceremony, for example,
the relational radiance is transmitted to visitors through the confidence that the arrival of the
foam signals that the tea is ready to digest. The pouring of tea high above the glass with the
hypnotic bubbling of foam appeals to a different consciousness – not rationality, but relationality.
Here is where we enter the ecstatic space of dOCUMENTA (13) and finally understand its
connection to the fourfold: “For finite existence to be ecstatic, then, entails in turn that the
‘beyond’ of the thing be no empty void, but be itself essentially capable of transmitting these
radiant relations” (Fourfold 5). Nestled as a place within a place, The Art of Sahrawi Cooking did,
indeed, open “the space of relations between people and things, a place of transition and transit
between places and in places, a political space where the polis is not limited by human agency
only, a holding space, a committed space, a vulnerable space, a precarious yet cared-for space,”
as Christov-Bakargiev laid out in her opening essay (“The dance” 44).
This brings us back to the primacy of the unfolding of the meaning of “clearing away,” so
crucial in Art and Space, as a making room, a sheltering, gathering, and a letting be. Clearing
away is the activity of clearing away. The clearing away of space is that which admits the
grounding of place in the materiality of food, music, conversation, pillows; plus, the involvement
of all of the participants (both engaged and indifferent). Some would connect the sharing of tea
and couscous with a category of art introduced in the early 1990s called “relational aesthetics.”94
While this connection can be made, there are two activities “at work” in the artwork that extend
the pure relationality of relational aesthetics to a grounding in place. In the case of The Art of
Sahrawi Cooking I would argue, taking care of the collective in the homelife as a form of
political power grounds the work in locality, and not relationality per se. The grounding in place
is the making of home through the activities of the home. The “clearing away” is what brings the
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potency of the power of resistance – in this work of art is the art of home-making whose medium
is place. Along with the materials that are so strongly tied to locality, plus the collaboration of
Robin Kahn with the organizers of dOCUMENTA (13), plus within the phenomenological
“event” of the three-month exhibition that hosted almost 950,000 people in total over a summer,
many of whom physically entered the jaima to find rest amid the sprawling offerings of art.
Through the art of cooking and home making inside the UN camps in Tindouf, place is
appropriated for dwelling through the art of dwelling. “To inhabit the poetic,” Heideggarian
philosopher Julien Young tells us, is dynamic and active; it is “both caring for and being cared
for” (129). The dwelling that has been created by “inhabiting the poetic” has the force to enable a
distancing from the “everyday” reality of exile, political invisibility, and statelessness.
The tent as place in The Art of Sahrawi Cooking becomes an aesthetic phenomenon
whose medium is place only in its nested condition within the greater festival of dOCUMENTA
(13). Like in the case of Heidegger’s Art and Space essay in its facticity as an art collaboration
with Chillida, The Art of Sahrawi Cooking cannot be considered outside of its inclusion in the
“play of places” of dOCUMENTA (13). In The Fourfold, A. Mitchell reminds us, “to think the
finitude of the things is to think the mediacy of the world (5). The space of art in the project is
nested within the greater dance in motion within the play-of-places of dOCUMENTA (13). This
is Christov-Bakargiev’s point when she gives her concept for the exhibition the unusual name of:
“The dance was very frenetic, lively, rattling, clanging, rolling, contorted, and lasted for a long
time.” The Art of Sahrawi Cooking is part of this frenetic dance within the play of places in the
thinking-through-place we are asked to perform after being introduced to the mind map of
Christov-Bakargiev’s Brain in the Fridericianum. The activity of “clearing away” in the poetic
space offered by this project comes out a movement of a “play of places” at a threshold between
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not only the localities of, to put it in simple terms, the sands of the Sahara and the German soil;
but also in the other places bounded by the event – not only the four cities around the world with
which dOCUMENTA( 13) was directly engaged (Kabul, Cairo, and Banff) but also the artworks
as “places” in Karlsaue Park and beyond that create a dynamic movement within the multidimensional threshold (i.e. chora) of the “place” that is dOCUMENTA (13) that is also in a
“dance” with all the documenta’s, before and after. The Art of Sahrawi Cooking operates as
place-as-medium through its “play of places” of a nested place within the greater ‘place’ of
documenta in the ecstatic space of its ever-changing place of history.
Philosopher Brian Treaner reminds us: “Hospitality is a virtue of place” (Treaner 51).
The space of the hospitality holds the possibility for political power as well. The Art of Sahrawi
Cooking clears away space otherwise occupied by the machinations of life under global
capitalism where territories are contested on political grounds. Through the interplay of places,
both in terms of space and historical time and geographical distance location, conditions change.
Therefore, with the invitation of the Sahrawi hosts, their project is nested within a larger project
“of place.” The crucial piece of the “work” of this work of art – the project and not simply the
tent – is hospitality itself. The space of hospitality is essentially an aesthetic space whose
originary ground of praxis is rooted in a shared thinking-through-place. Entering the space of
hospitality is to enter a space that requires one to go beyond the kind of ethical thinking “for the
other” hospitality.”95 In the poetic space opened up by place-as-medium artworks, there is a
creative, generative “clearing away” of a more originary ontological experience of thinkingthrough-place.
We can understand thinking-through-place in the context of dOCUMENTA (13)’s
invitation to us to see that we can think through cities and art alike in ways that can change their
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conditions in aesthetic play (as in Kabul under conditions of stage/siege/hope/and retreat in the
ecstatic space of the guest/host relationship in the One Hotel). Even amid the reality of the
greater political occupation that is currently playing itself out at the border of Morocco as the
longest militarized border on earth with its million landmines threatening life and limb of the
fighters from the territories of the ancient nomadic peoples, the customs that define Sahrawi
hospitality remain true to their originating ground in the sheltering spaces of hospitality practiced
today and practiced over eons in the wind-swept sands of the Sahara. In the desert, we can
choose to bury landmines as a recipe for disaster, or we can also choose to bake bread from the
recipe for Hubzitelmela in Kahn’s cookbook:
Recipe for Hubzitelmela: Bread Baked in the Sand:
Mix four water and salt.
Push and kneed
Put bread on a heavy pan coated with lots of flour
Then place bread into a clean sandy pit
Build a smoky fire next to it
When it burns out, put burning embers on top of bread
Then add sand
Wait one half hour and remove sand and ashes
Can be eaten plain or with pieces of camel
or goat meat boiled in water, oil and salt
Eaten together outside (Issuu 33-34)
Kahn’s cookbook shows us that the entering the feast of the jaima in Karlsaue Park is to enter a
space of freedom open for all, just as we are told on one of the pages of the cookbook, As Saleh
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the son of Fatimeta said: “The Moroccans eat alone at their table, when we have independence in
our country, we’ll invite everyone to the table to dine” (Issuu 16). The play of places effectively
changes condition of places, artworks, and people as well. The Art of Sahrawi Cooking finds its
grounding in place-as-medium because it makes us return space to its most basic form: an
originary condition in which “things do not hinder one another, just as moments do not hinder
one another.”96

4.3. Without ground: the limits of the dOCCUPY tent city at dOCUMENTA (13)

Figs. 30, 31. Installation view: Occupy tents in front of the Fridericianum at dOCUMENTA (13),
Summer 2012.
Because the Occupy movement of 2011 hit regions across the world at the same time, it
is no wonder, then, that an Occupy protest appeared at the two major art events in Germany in
the summer of 2012, dOCUMENTA (13) and the 7th Berlin Biennale. In Kassel, the first tent
appeared on the day of the opening press conference on June 6, 2012, with a white spray-painted
message on a green fabric of a pop-up tent: “The Emergency Will Replace the Contemporary”
on one side, and “The Contemporary is Always Too Late” on the other. The tent was placed
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under a tree in front of the Fridericianum that was planted for Joseph Beuys’ 7000 Oaks – City
Forestation Instead of City Administration project at documenta 7 in 1984. Although that tent
was taken down the next day by authorities, two days later, on June 9, 2012, a collection of other
tents appeared in rows on the grass nearby (Miskovic 18). Artists and others who were not part
of the official roster staged an encampment in the Friedrichsplatz in solidarity with the
worldwide Occupy movement.97 Painted messages on the tent exteriors gave voice to grievances.
Sample slogans include: “don’t censure watchdog art;” “Occupy Hipsters;” “I am not working
for the tourism office;” and “documenta should be curated by a tank.” The presentation on the
lawn looked like an art installation because of its ordered layout in front of the Fridericianum and
the unifying aesthetic of hand-painted messages.
The occupiers never asked for permission to camp on the lawn, and there was a
controversy when the tents first arose.98 It took time, but about a month after the initial
occupation, on July 7, 2012, Christov-Bakargiev in her capacity as the Artistic Director decided
to accept the presence of the protesters and welcome them into the fold of the exhibition. In a
press release, Christov-Bakargiev branded the site ‘dOCCUPY,’ and announced that the tents
could stay for the entirety of the exhibition.99 As in all Occupy protests around the world, the
initial impact of the guerilla act to take on the establishment, it did not live up to its promise to
effect any lasting change to the status quo. By the end of the exhibition, problems arose similar
to those in other encampments that happened around the world, and the people living in the tents,
for the most part, left. The few who remained staged a performance of removal.100 Therefore,
dOCCUPY can be looked at in the larger context of Occupy.
The occupation of public space in the Occupy movement inevitably led to either
disintegration, violence, or danger. In the case of Occupy Wall Street, the well-publicized weeks-
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long protest in the financial district of Manhattan, eventually the protest was shut down on
grounds of public safety.101 In the case of Indignados in Madrid, Spain and so many others the
demands for systemic change were not met. In the case of Tahrir Square in Cairo, Egypt, the
Egyptian artist Ahmed Basiony who was killed by a sniper rifle most dramatically exemplifies
the danger.102 John Ehrenberg, in his article, “What can we learn from Occupy’s Failure?,” notes
the main reason for the movement’s ultimate failure was the refusal of its leaders to engage with
the established political power.103 We can ask, what lessons does the failure of Occupy offer us?
Three philosophers who were among the first voices to write about Occupy include
cultural critic W.J.T. Mitchell, ethnologist Michael Taussig, and political theorist Bernard E.
Harcourt who together published one of the first collaborative critiques of the movement at the
intersection of aesthetics political philosophy.104 By naming Occupy as a form of political
disobedience (as opposed to civil disobedience in the tradition of J. S. Mill), the authors
acknowledge that the movement is an ideological form of protest, but also one of images and
signs. Each author writes from different points of departure according to their fields, Taussig
from anthropology, W. Mitchell from image science, and Harcourt from political science. Their
approaches offer distinct perspectives on the aesthetic qualities of the movement’s occupation of
public space. In his dOCUMENTA (13) Video Glossary, “Occupy,” W. Mitchell stated that
Occupy held an urgency that anticipated “far-ranging consequences” of a transformative political
protest form out of the movement that promised to reshape the future of the polis, or public space.
Ten years out, however, the income inequality brought to light with Occupy is staggeringly more
pronounced.105 In Harcourt’s words, Occupy “turns its back on the political institutions and actors
that govern us all” (33). In claiming no ideology, the movement resists the ideology of capitalism
but ends up, again, without ground to participate in the political process in its rejection of the
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political process. Using the foundational ideas developed in the dissertation so far, I argue that
the two Occupy encampments at dOCUMENTA (13) and the 7th Berlin lose their political
potency when they are invited into the official exhibition as guests. If we say that hospitality is
grounded in locality, as we have established in the artwork The Art of Sahrawi Cooking, where
does the hospitality of Occupy find its grounding? I argue that the break-down of the protest is
directly related to the non-standing the occupiers have as guests to root their protest in the public
space. The problem backs up to the type of thinking that Occupy sets up in its use of space.
I argue that the locality of the project of Occupy is in the ideology of late-stage capitalism,
which uses its power to control space by being ungrounded in locality. Michael Taussig’s essay
for the volume, “I’m so angry I made a sign” reduces the aesthetic form of Occupy not to the tent,
but to the pure protest sign. His essay arose out of time he spent in Zuccotti Park during Occupy
Wall Street doing field research. One of the taglines from the protest that Taussig highlights in
the text, “Wall Street is Everywhere, therefore we have to occupy everywhere.” (W. Mitchel et
al., 5) is insightful in terms of the representational strategy of Occupy being one without firm
grounding in the aesthetics of place. With regards to comments he overheard, Taussig relays the
story of one person who saw the encampment as a mirror of gentrification, a displacement tool
rather than a generative one. A third example is: “space is reproducing what it is against” (11).
His extraction of phrases like these from protest signs capture the sense of the movement’s
construction of space remains ungrounded.
Ever the ethnologist, Taussig proposes a theory that the Occupy movement evidenced a
founding of new ritual out of the “magical” space of the organically arising Occupy protest itself
out of the condition of global capitalism. As a participant in the unfolding events of the protest,
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Taussig puts himself into the experience in the first person, as one of the protesters against
“authority”:
We use our magic to thwart their magic. They have pepper spray. We have burning sage.
They prohibit microphones. We have the people’s microphone. They prohibit tents. We
improvise tents that are not tents but what nomads used before North Face. They build
buildings higher than the Egyptian pyramids, but that allows our drumming to reverberate
all the louder and our projections of images and e-mails at night to be even more visible
and magical, taking advantage of the mega screens that the facades of the giant buildings
provide.” (30)
Taussig gives an anecdote of a person named Danny who relayed to him a story of a friend who
refused to take off a scarf that he had been wearing the day he entered the protest: “I ask him
why he always carries that scarf around him wherever he goes. He tells me its’s like his baby
blanket. ‘On September 17 I died. On September 17 I began living. I found this scarf that day. It
is a relic from rebirth, from the moment when I started taking my first steps in this new life, in
this new me’” (37). By reducing the Occupy movement to the sign of protest, Taussig shows the
futility of the pull and tug of protesters occupying the public space in order to make the public
space more accessible and open for all. As a social anthropologist, Taussig wants to understand
the magical thinking reflected in such signs as: “I lost my job but found an occupation” (4), or
“Truly, at this moment nothing remains of the world but green dusk and green thunderbolts” (30).
Taussig describes the magical space produced in the protest as ‘being betwixt and between” (37).
He tells us that the liminal space of the occupy movement is “a magical space in which the
elementary forms of religious life take fire” (37). From today’s vantage point, it appears that
Taussig’s discovery of magic power in Occupy Wall Street was a mirage: an image without
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ground.106 The occupy protesters received their power as uninvited guests. But, unfortunately, the
host was never present to begin with. The “foundational ground” that Occupy tried to re-inscribe
was unwritable: the inscriptions were there, but only as mad signs of protest.
While Harcourt and Taussig offer different takes on Occupy, it is W. Mitchell’s
placement of Occupy within the science of images that allows us to see the limits of
representation in a public aesthetic event (as opposed to the single art object of The Eyes of
Gutete Emerita from chapter one) – or the pure signs of political protest. Even though W.
Mitchell has since agreed that his initial predictions of significant structural change from the
Occupy movement have fallen short, it is interesting to note their initial reactions and examine
their frameworks, one in terms of picture theory and the other as “a crisis of the social
imagination” (Mitchell et al., Occupy viii).
In his keynote lecture at dOCUMENTA (13), “Foundational Sites and Occupied Spaces,”
delivered on June 10, 2012, Mitchell takes us on a “detour through the metapicture of ground
itself” where a “figure/ground relationship is inaugurated.” He argues that the foundational site
“reveals itself as a visual sight, a space of appearance in the most literal sense, a space that might
be occupied by a lone figure or an undifferentiated mass” (“Foundational Sites” 157).
Foundational sites, in other words, are hosted by the facticity that originates the hospitality of
place. In the lecture, he posits that documenta itself is a foundational site that “has founded much
of the contemporary art and arrives in this space in the city of Kassel every five years and
occupies it.” For Mitchell, the idea of a foundational site “in a very literal sense [is] the most
fundamental topic that one could imagine, and at the most general it materializes and locates the
long-standing philosophical question of the grounds of knowledge and of being itself.”
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Reframing the characterization of a foundational site to the originary thinking of place-asmedium is what place-as-medium artworks are performing. The space is the chora.
W. Mitchell breaks down his analysis of the Occupy movement as one of a
“figure/ground problem” based on the idea of foundational sites in public space.107 The image
that describes the figure/ground problem is the famous perception trick in the mind of the One
Vase/Two Faces (known as the Rubin’s Vase).108 Only one view can be held in the mind at one
time. To see the Occupy tent encampment as an occupation on public space, where the public
space is being occupied by a protest reveals the same lack of true grounding in place as the
flickering back and forth of the face and vase. Mitchell writes: “for whenever there is a founding,
the laying of a foundation, there is the clearing of a space for the construction for a figure,
whether it is the erection of a monument or a building, or the clearing of a space between figures,
aa space of mediation in which subjects can appear to each other and communicate” (159).
Without a grounding in the foundational site, there is no opportunity for “giving grounds” for
new spatial configurations of thinking. In Occupy, the grounding of hospitality of place is the
pure protest sign, not the true public space. This is why the protesters could not effectively
disrupt the object of their protest: late-stage capitalism. To believe that the so-called 1% was the
host of occupied space with the same ground of hospitality was a mirage.
In his work on protests and foundational sites, W. Mitchell raises Hannah Arendt’s
argument that she presents in her 1958 book The Human Condition. In the book, Arendt argues
that in the public space, protest can only enter the space of appearance as a matter of speech and
action, and that political freedom is generated in the spaces of appearance out of a free acting
together in the “sharing of words and deeds” (198). The passage W. Mitchell quotes from
Arendt’s book is the following:
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The space of appearance comes into being wherever men are together in the manner of
speech and action, and therefore predates and precedes all formal constitution of the
public realm and the various forms of government. Its peculiarity is that, unlike the
spaces which are the world of our hands, it does not survive the actuality of the moment
which brought it into being but disappears with the dispersal of men... [and] with the
disappearance or arrest of the activities themselves. (The Human Condition 199)
W. Mitchell refers to Arendt to say that the main problem of Occupy was its refusal to “say
something” (161). I argue that the problem of Occupy was its failure to ground itself inside a
locality that matters. W. Mitchell’s position is the same as Harcourt’s in that the Occupy was a
movement of political disobedience and not civil disobedience. Mitchell writes, “Occupy
performed an uncanny reversal of the word ‘occupation,’ which “reversed the spectacle of the
tent city” (162). In other words, the voice of the Occupy movement was to remain voiceless by
choice. In late-stage capitalism, the reality is that the 99% remains powerless if it stakes its
ground on vocalizing protest alone.
Arendt’s thesis in The Human Condition is to identify the lifeforce of participatory
democracy in speech and action as an act in the public sphere. Drawing on the broad landscape
of the history of political philosophy from its Socratic beginnings through Descartes, Rousseau,
Hobbes, Locke, and especially Marx, Arendt lands on the importance of the process of
fabrication over philosophizing as the key to emancipation of the human condition in the modern
world. Her argument draws a path for the working class to achieve live labor (as opposed to dead
labor, or animal labor) through participation in “worldliness.” Her definition of worldliness is
joining public life by actively participating in the fabrication of the world along with others.
Arendt’s human condition is “the human condition of work” where “to live is to be among men”
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(7). Whereas earlier eras were obsessed with immortality and eternity, Arendt says that having a
human condition is now about participating in the making in the here and now and being seen by
others in doing so. One enters “eternity” by being part of the fabrication of the public, which is
something bigger than oneself, more outlasting.109
Arendt purposely leaves out the activity of thinking (the quiet, the contemplative, the
non-activity in a material sense) in her political theory of speech and action. The place of
philosophical thought, in Arendt’s estimation, underwent a “radical reversal of thought and
action” (292). In the context of political protest as speech and action, “contemplation itself
becomes altogether meaningless” (292). On the contrary, place-as-medium brings in the thinking
in a different way as an artistic spatialization of shared space. Arendt uses the dual motivations
of eternity and immortality to talk about how they are replaced by the worldliness of labor. Now,
with dOCUMENTA (13), we can see that eternity and immortality are changeable in the present
as a matter of positionality within the ecstatic thinking gesture of the event. dOCCUPY lost its
power of protest in the ground of hospitality of dOCUMENTA (13) because it was protesting the
arrival at a different party altogether. Work as an equation between benefactor and recipient is
replaced by host and guest, thus the relationship is based on a changing condition; in the case of
the women’s collective in The Art of Sahrawi Cooking, the changing condition of occupation,
from under hostility to being host.110
Mitchell, Harcourt, Taussig, who were philosophers in practice in Occupy, saw the
mirage, but they didn’t call it for what it was. They were naïve. The radical reversal of thought
and action that Arendt proposed did not happen. They did not rewrite the conditions of place so
that the guest/host relationship could be restarted. We will see a similar failure at our last
example, the 7th Berlin Biennial.
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4.4 The Occupy Biennale and the problem of hospitality at Artur Żmijewski and Joanna
Warsza’s 7th Berlin Biennale

Figs. 32, 33. Installation Views: 7th Berlin Biennale, 2012, Berlin, Germany. Front entryway
(left); Global Square Action Space (right).
Dubbed “The Occupy Biennial,” the 7th Berlin Biennale (held between April and July of
2012 in Berlin) broke away from the usual format of showcasing emerging and established
contemporary art to focus on activist art.111 The exhibition’s most memorable feature was a
functional Occupy protest encampment the large open space on the ground floor of the main
venue at the Kunst-Werke Institute for Contemporary Art. As a central motif, the curators invited
Occupy activists from around the world to live in the space throughout the run of the exhibition
and gave them support to work together, share ideas, utilize the official website, interact with
local activists and intellectuals, and engage the public at large – something critic Olga
Kopenkina identified as a curatorial imperative of “eventfulness” (Kopenkina 2013).112 Although
some of the artists were well known, such as Teresa Margolles, Antanas Mockus, Yael Bartana,
Jonas Staal, others had never exhibited in official art venues before. The general feel of the work
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conveyed a grounding in grass-roots activism, due in part to the fact that the curators, Polish
artists Artur Żmijewski and Joanna Warska, put out an open call for work that resulted in over
seven thousand submissions.113 In a provocative and unprecedented way, the curators merged
political activists and political art in a high profile, “high art” biennial context to provoke the
essential questions: “Does contemporary art have any visible social impact? Can the effects of
an artist’s work be seen and verified? Does art have any political significance?”114
The catalog Forget Fear contains an interview with a group of educators in Poland who
led workshops all over the country (not in big cities like Warsaw, but in smaller places) in a
concerted attempt to combat “facade culture,” a concept introduced by Żmijewski. In
Żmijewski’s “Preface,” he explains what he means by art being “façade culture”:
We spoke with an educator who claims that art has become a representation of the system
of power, reinforcing it by training audiences to passively attend exhibitions and concerts;
that the egotism of people in the art world has made them blind to everything except their
own story, one where there is no room for acknowledging the value of a culture created
by audiences or degraded social groups. According to him, art is for the most part a
façade for the system, a celebration of the false exceptionalism of artists and a tool for
empty political representation. (“Discussions with Practitioners” in Forget Fear)115
If art works within a protected space, it may mirror what is happening outside, but without
effectively implementing any visible change. Protests in public squares pose real dangers and
group behavior is hard to control. There are more and more restrictions being put on public
demonstrations, from Egypt, to Berlin, to cities in the U.S. Maybe the Berlin Biennial will be
held up as a model. In terms of the Occupy movement, the tents were a necessary part of protest.
It brings the public out into the public square for protest. But the aesthetics of Occupy are not
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sustainable. Camps only last for a few months before they disintegrate into filth, chaos, and
disorganization. The figurative “tents” need to get legs and move out into the busy space of
urban life if there is going to be any meaningful change. The Berlin Biennial called for artists to
make art that injects itself forcefully into society, and that is not an easy task.
Upon entering the Kunst-Werke Institute for Contemporary Art (KW), the institutional
host of the Berlin Biennale since its inception in 1996, the visitor is immediately subsumed into
the world of political activism by walking under two banners announcing: “Welcome to the
Occupy Biennale” and “This is not our museum, this is your action space.” Hand-painted orange
text and graffiti covered the walls of the interior corridors and stairwells as a manifesto. A spraypainted cardboard sign gives additional instruction to visitors: “Please don’t stay here – go
downstairs and take part.116 The heart of the biennial was undoubtedly the underground space that
served as a working protest encampment called “Global Square.” The look and feel of “Global
Square” did resemble an art installation, mixing the authenticity of the protest camp that was a
base of operations for many public demonstrations that happened out on the streets around the
city with the surreal plastering of signs amid institutional surroundings and public events. There
was a radio station (99 percent), a newspaper, live streaming and blogging, and a packed
calendar of events and workshops on topics like budgeting, financial markets, civil disobedience,
sustainability, urbanism, and climate change. Graffiti, slogans, and a conglomeration of art and
protest signs decorated the walls around the encampment and continued up the stairwells leading
to the exhibition spaces above.
The activist impulses captured in the cacophony of signs in Global Square were about
political concerns, most clearly signified by dominant presence of leaders of Occupy from
different parts of the world bounded together through the fall-out of the 2008 worldwide
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financial collapse. The aim was to bring people from different regions together for consensus and
mutual support. There was a sense that coming together would strengthen all causes, but the
“eventfulness” worked against any coherent platform. Competing messages were everywhere stop corporate greed . . . stop war . . . practice sustainability . . . exercise freedom . . . resist.
With the blurring of lines between protester and audience in the all-welcoming space of Global
Square, it became hard to pinpoint the enemy.
While the basement level was a dedicated activist space, all of the exhibition spaces
across the other three floors of KW maintained the same invitation for interactivity. The curators
looked for art that, in their words, “works in the world” (Preface, Forget Fear). The individual
works (as the curators had promised) were not “autonomous art objects.” In order to be complete,
they needed social space that had grounding in locality, as opposed to grounding in ideology.
The type of protest art gathered at the 7th Berlin Biennial was fundamentally transformed,
from direct confrontation to protest art as exhibition. In case after case of the artworks chosen,
there is a call for localized aesthetic engagement with a particular place. On the top floor, for
example, is an installation with 320 birch seedlings from the Berkenau concentration camp under
florescent lights. Visitors are invited to take the seedlings and plant them around the city.
Another example of place-as-medium is Sunray, a video put together by the punk/protest band
from Belarus called NRM.117 Because public demonstrations are severely restricted in Belarus,
and open criticism of the government is very dangerous, the band led a movement for social
change and brought together 150 “Sunray” participants who all donned shiny gold suits and
staged performances in the city, now archived on video. Similarly, in Iceland, in response to the
financial crisis, members of a punk band created a new party called “The Best Party” where they
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not only put together a platform, but one of their leaders ran for public office and became the
mayor of Reykjavik.
The artist utilizing the first upstairs hallway is the feminist activist Marina Naprushkina
from Belarus whose medium is graphic arts. She is a political candidate advocating for
democracy in her home country, notoriously one of the most controlled states in the world.
Known in Western democracies as “the last European dictatorship,” Belarus became an
independent country after the collapse of the USSR. It has been under the authoritarian rule of
President Alexander Lukashenko since 1994. For years now he has used repression as a political
tool against the opposition; civilians are at the mercy of the whims of the military, the Internet is
under surveillance, and there is barely any free press. This is arguably the high price that the
population must pay for Lukashenko’s alleged, much-touted “stability” for the entire country.
Naprushkina works in close collaboration with key figures of the cultural and political scene in
Belarus in order to strengthen democratic processes in the country. 2011 saw the first edition of
Naprushkina’s newspaper, Self # governing, whose aim is to develop future models for Belarus
outside of the bloc-building confines of the EU or Russia. The newspaper’s Russian edition was
widely circulated in Belarus thanks to the efforts of many activists. The second edition of the
newspaper analyzes the patriarchal, masculinist system of government in Belarus and shows how
women themselves unwittingly perpetuate this model. The artist’s comic strips humorously,
ironically, and tragically point to possibilities for changing the situation. Considering more
recent waves of protest and resistance across the globe after 2020, Self # governing can be read –
and used – as a guide for daring to think about political alternatives worldwide.
Two works on the second floor not only created visibility for the tragic and violent
realities of the drug wars in Mexico City in Berlin but connected the two cities through a relation
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between two artistic projects. The first is a work by Mexican artist, Teresa Margolles. It is a wall
of posters created by combining front-pages of the popular tabloid magazine PM that documents
the daily violence in Mexico due to drug wars. The second project was submitted by Antanas
Mockus, a performance artist-turned mayor of Bogotá, Colombia, whose approach to politics
uses artistic strategies. Mockus was invited by the curators to respond to one of the artworks with
an activist project to run throughout the biennale. Mockus’s installation aims at changing the
Mexican reality and asks people to take responsibility for how much drug consumption in
Europe relates to the number of deaths in the narco-trafficking wars in Central America. Many
such promises could in fact lead to a reduction in the number of murders in Mexico. Although
never operational, Markus’ piece called Blood Oath (2012) includes a blood extraction machine
for drug-users who are asked to take a blood oath not to take drugs during the run of the Biennial
as a sign of solidarity with victims of the drug wars in Colombia.
Another project was a large table with passport stamps and photographs of participating
visitors presented by artist Khalid Jarrar who designed a Palestinian passport stamp. Visitors
stamped their passports with a “State of Palestinian” stamp. Photographs displayed as part of the
installation show people who did this. Another project on the second floor is Christ the King
(2012). The artist, Miroslaw Patecki, turned his section of the room into a working studio and
visitors to the exhibition could talk to him about his process and ideas. The head is an exact
replica of the head of the actual sculpture on site by a highway in a small town in western
Poland.118 It is the largest Jesus statue in the world. This large head of Jesus was placed in the
same space as other works that seemed very disconnected. Israeli artist Yael Bartana showed her
“Polish Trilogy” that appeared at the 54th Venice Biennale a year earlier, and she was very
present at the Biennial. There were several events to support the Jewish Renaissance Movement
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in Poland, which she introduced in her films.
Dutch artist Jonas Staal’s submission was a model for his larger project known as “New
World Summit.” The Flags on the right are flags from groups on the International Terrorist
Watch list, such as Hamas. This project was to stage a convocation of the first “New World
Summit” of terrorist groups, and supposedly there were negotiations through the Dutch secret
service to bring members of these groups into the Biennale, but visas were not granted. This
controversial inclusion, plus the naming of the Russian art collective Violna (whose members
were under warrant for arrest in Russia at the time), raise questions about the curator’s motives
to ignite more dangerous real mixing of art and politics.
While each of the works individually retained autonomy to provide meaningful
experiences for participants, any real political agency promised was nullified in the context of
the biennale.119 The 7th Berlin Biennale resembled a protest headquarters, and the critical
reception was harsh. After it opened in April 2012, German newspapers roundly panned it. They
printed reviews using such phrases as “lukewarm cynicism,” “a disaster,” “deep seeded stupidity,”
and “a spectacular failure in its attempt to empower the arts,” to describe the Occupy project.120
Art journals echoed this criticism. Even the Director of the Tate Modern, Chris Dercon, admitted:
“there was not much to see” (Michalska 2012).121 In short, as far as its critical reception, the
Berlin Biennial was considered a failure of aesthetics.
In many ways, the decision to name Polish artist Artur Żmijewski as head curator already
challenges the traditional protocols of art, and it is no wonder that conflicts arose all around, not
only between the curators and the critics, but between the invited guests – the artists and
protestors – and the curators. In the official biennial catalog, Forget Fear, the curators
straightforwardly state how they want the Berlin Biennial to be different from others by stating
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“we present art that actually works, makes its mark on reality, and opens a space where politics
can be performed.” At the realized Berlin Biennale, if the autonomy of art was contested, it was
not through the selection process as much as through the tension created by the exhibition itself.
Żmijewski represented Poland at the 51st Venice Biennale and is most known for his
controversial video projects that engage distasteful situations.122 Highly critical of the
institutional practices that revolve around the administration of art objects, Żmijewski sees neoliberal stakes for art as “purely symbolic.” In his introduction to Forget Fear, he questions longheld positions in aesthetics such as Theodor Adorno’s philosophical stance on commitment. He
disdains the notion that the autonomous art object is “expected to perform the social and political
work assigned to it, without human agency, without any work at convincing, without difference
of opinion or conflict, and thus essentially without any politics” (11).

Figs. 34, 35. Installation Views: 7th Berlin Biennial: press conference (left); Mosireen, Breaking
the news (2012) (right).
An example of how innovative and subversive the biennial was in its working form was
at the initial press conference (see fig. 34). At the 7th Berlin press conference, chairs were
arranged in a circle. Żmijewski and Warska gave a very short and cryptic introduction, saying:
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“now I turn it over to the activists.” The journalists were told that seating arrangement was
designed to eliminate hierarchies and audience members were instructed to use alternative hand
signals to express agreement or disagreement or to ask to speak (a common practice in protest
culture). Journalists were invited to start the discussion. The mood was described as
uncomfortable. Young activists from Indignados and Occupy then took the floor and took turns
reading (in both German and English) a statement about their demands. It is no wonder that the
initial response from the press was less than adulatory.
What if the entire biennial was a concealed performance of the meeting of the worlds of
politics and art? In, “An Artist Turns People into his Marionettes,” a review by American art
critic Ken Johnson from the New York Times of a 2009 show of Żmijewski’s video work shown
at the Museum of Modern Art, in which the artist was described as “practicing a form of
relational aesthetics in which ordinary people are invited to participate in artificially constructed
situations as a way of revealing deep social problems.” This is an astute observation about
Żmijewski’s project that helps put the 7th Berlin Biennial in a larger context. While it is unfair to
go as far as to say that the global activists were “used” since a real and not-to-be-belittled
creative space was made possible, the occupiers eventually questioned their role, and even called
the encampment a “human zoo.” (Tüzünoğlu). Who is the receiver of Occupy demands out on
the street? Theorists like Michael Hardt and Antonio Negri have written about dematerialization
of economic power in late capitalism (i.e., “there is no longer any castle to storm”), but in the
context of Occupy, the “closed circle” press conference called into question the political
relevance of the art world.
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As time went on, the energy for activism in Global Square imploded. The activists felt
they were “unrepresentable.” A manifesto from the event captures the tone of the activists claim
of unrepresentability:
As people from many different countries and backgrounds, we are coming together as
occupiers, indignad@s, outraged. Since the early moments of our movement, we decided
to take responsibility for our lives and future. Thus, governments and corporations do not
represent us. Politicians do not represent us. The media does not represent us. Individuals
do not represent us. We are not representable. We believe in and practice horizontal,
collaborative ways of working and developing our positions and actions. (Occupy BB7
Manifesto)123
The activists tried to assert autonomy, even calling the curators “former curators.”124 These
gestures and others show an awareness of the ambiguities of institutionalizing protest within an
art context. Both the dOCCUPY tent city at dOCUMENTA (13) and the 7th Berlin Biennale
share similarities in terms of their aims, they have different beginnings.
What accounts for the failure of the 7th Berlin Biennial to win over critics and invited
artists and protesters alike? Even though the event was hard to decode upon initial inspection, it
is interesting to consider whether it was a failure by design. The issue we have been considering
in the chapter is the space of hospitality in its spatial dimension as a potential field to enact
place-as-medium as an aesthetic-thinking praxis. Looking at the role of hospitality at the 7th
Berlin Biennial helps uncover the aesthetic function of place-as-medium as it relates to protest
art in the public sphere. If art works within a protected space, it may mirror what is happening
outside, but without effectively implementing any visible change - there is a call for localized
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aesthetics. Paradoxically, the curators presented a façade of hospitality without grounding that
hospitality in a set of rules where the artists and protesters could effectively transform
relationships.
. A second example after the press conference that makes the case that the curatorial
form was designed to reveal the limits of protest as a form of representation is called “Breaking
the News,” that took up a large space in one of the upper floors (see fig. 35). The installation is
closely related to Żmijewski’s well-known “Democracy” video project from 2009. In a darkened
room, multiples screens show vintage video footage of protesters and confrontations. The
shouting and sound effects of all videos can be heard at once, although the noise is unified with a
whirring whistling sound. The curator is no doubt a provocateur. And if the entire event can be
read as a performance installation by itself, then it was done so without being disclosed to the
participants. It is possible that the democratic aims of the project were purposely set up to fail.
Maybe the motivation was as Ken Johnson suggested, to create a vehicle for revealing deep
social problems. The “Breaking news” video shows public protest in a light that problematizes
the globalization of democratic impulses and calls into question the truth of democracy. The
problem was in the gesture of hospitality. The curators invited participants to move into Global
Square and stage protests, but they did not let them in on the game. Paradoxically, even though
Żmijewski and Warska were aiming to undermine façade culture by promoting art that “works in
the world,” they succeeded in building a culture of alienation in putting up a façade of hospitality.
While the greater Occupy movement proved to be a momentary phenomenon, the
strategy of grounding protest in locality that the Women’s Union have been practicing for nearly
forty years of displacement to a UN refugee camp, as an artwork transported to the center of the
international art world, gathers even more potency as a form of politics. Because of the
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interlocking function of “the play of places” that the jaima project participates in with so many
other projects within the greater phenomenon of Carolyn Christov-Bakargiev’s curatorial
orchestration of thinking-through-place, the transformative potential for real political change in
the Western Sahara gains energy rather than peters out, as in the dOCCUPY encampment, the 7th
Berlin as the OCCUPY Biennial, and the greater protest movement of Occupy in general. The
enactment of hospitality in place-as-medium art practice, therefore, offers a radical form of
political power that ironically spelled doom for the Occupy movement because it was not, by
contrast, grounded in locality an aesthetics of place, which is itself grounded in hospitality of
place. Looking at these two different aesthetic strategies of the Occupy era helps to understand
the paradigm shift in thinking required at the greater societal level to transform thinking from
representational to one grounded in the aesthetics of place.
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CHAPTER FIVE
Toward A Shared Authorship of Place

The question is not how many angels can dance on a pinhead but the wonderment that so
many can dance at the same place at the same time & in fact interfere so little with each other.
– Lawrence Wiener (2012)

Developing a transformative framework for authorship – what I call shared authorship of
place – in the context of place-as-medium art practice is the central aim of chapter five. Shared
authorship of place goes far beyond artist and participants: it acts deep within the radiance of
aesthetic phenomenon themselves as poetically interconnected thinking-through-place.125 Taking
place-as-medium seriously leads to a philosophical question: can myriad elements of the world
as well as people be considered as “shared authors” of an artwork? Contemporary art working
through the philosophical praxis of place-as-medium extends beyond traditional social practice
art because of the way it is grounded in place, and therefore needs a critical framework to meet it
accordingly. I contend that place-as-medium, which involves all that is gathered, human and
beyond in a shared authorship of place, holds an agency far more complex than traditional
participatory art. The complexity of agency revolves around the built-in mechanism for the
radiating exchange of relations at the heart of place-as-medium contemporary art practice. When
a new ground for thinking is produced through the shared authorship of place, new possibilities
for being in the world arise as well.
Chapter five presents three art projects that each in their own way produce shared
authorship of place. The term “shared authorship” will be explained and explored in the context
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the philosophical discourse on authorship and art. In the case of place-as-medium, the shared
authorship of place means a collaboration defined and enabled by the totality of the aesthetic
horizon of the artwork and all that it gathers, including participants, material scope of the project,
events, and, most importantly, the shifts in conditions of place. Part of the reason the three
projects are chosen to unfold the concept of shared authorship is because each artwork is an
enactment of aesthetic thinking-through-place through the activity of shared authorship. The
examples herein advocate not only for place-as-medium through shared authorship, but also for
the advancement of philosophical praxis of the artist-philosopher.
The three projects are unique in their forms, and therefore each propose a different
gesture of thinking-through-place. The first project is 12 Ballads for the Huguenot House (2012)
by artist Theaster Gates. It was one of the significant Off the Main Sites programming venues of
dOCUMENTA (13) in Kassel, Germany in 2012. The project revolves around the renovation of
a building called the Huguenot House located a short distance away from the entry point of the
exhibition. Maps, with self-directed tour guides to all the Off the Main Sites venues were
provided to all attendees, as well as the option of free guided tours.
The Huguenot House gets its name from its distinctive architectural style of a simple
white façade framed by large regular windows and a signature roof pitch brought to Germany by
the Huguenots, a group of French Protestants who built small enclaves of houses in towns like
Kassel to escape religious persecution in France. The Huguenot House had been previously used
as a hotel, but it stands out on its quiet street, not only for its architecture, but also because it is
one of the few historical buildings remaining in a city that was nearly flattened in WWII. The
house needed to be brought back from a state of disrepair to function as an exhibition space for
the large walk-through public audience of international art travelers to documenta. The Huguenot
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House also served as the living quarters for the project artists and their families who never
stopped renovating the building throughout the duration of dOCUMENTA (13). The renovation
was carried out by integrating transported material from Gates’ original renovation art project in
Chicago known as the Dorchester Projects with the materials of the existing structure. 126 The
combining of the cast-off walls, floors, and stairwells from Chicago to be part of the newly
brought to life building in Kassel as an art space allows us to consider the project as a long-term
performance of community-making-through building-renovation, especially since the artist has
been engaged in that form of art practice in his native Chicago. It was also an event space for
special musical performances featuring the “The Black Monks of Mississippi,” the ensemble of
musicians from Chicago that had already been working with Gates as part of his broader artistic
practice, which goes beyond the renovations themselves to activate the spaces with ongoing
events of gathering, eating, music, and art.127 Within the context of Christov-Bakargiev’s intricate
and cross-continental exhibition of dOCUMENTA (13) designed as an aesthetic-thinking gesture,
the two inter-continental building renovations come together in dialogue.
The second undertaking is the Gramsci Monument (2013), a summer public art
installation built in the outdoor shared space of a public housing project in the Bronx called
Forest Houses by Swiss artist Thomas Hirschhorn. The participatory art project took the shape of
a sprawling open-air project space made with plywood and two by fours that included a stage, a
café area, a library, and radio station. The multi-use gathering space was adorned with duct-taped
couches, plastic chairs, graffiti, banners of white sheets spray-painted with quotations – all in the
artist’s signature style used in many of his previous projects. The artwork was the fourth of
Hirschhorn’s four-part monument series in honor of philosophers he loves. The Gramsci
Monument honors Italian philosopher Antonio Gramsci’s practical philosophy calling for
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ground-up education that deploys intellectual development as resistance to hegemony. While the
residents of Forest Houses were involved with the building and running of the installation, the
artist positioned the work as one of “unshared” authorship.
The final project is The Beast (2014-2018), a sculptural installation project in the shape
of a giant bull by artist John Preus that existed in two iterations, first at the Hyde Park Art Center
in Chicago in 2014; and the second at Montserrat College of Art in Beverly, MA in 2018. Each
of Preus’ two Beasts is built with materials germane to their foundational sites – thrown-away
elementary school furniture in the case of the Chicago bull; and cut-up pieces of three wooden
boats in the case of the Beverly bull. Preus’ The Beast allows us once again to revisit the longstanding philosophical question of the ‘grounds’ of knowledge and its relation to “thinking
through place” in the case of place-as-medium artworks. The Beast contains undercurrents of a
wide range of philosophical thinking held dear to the artist in both its form and function as a
community-building aesthetic event of shared authorship. Along with the objects that form the
artwork’s structure, the ideas of philosophers W. J. T. Mitchell, Simon Critchley, Carl Jung,
Jacques Derrida, Michel Foucault, Claude Levi-Strauss, and René Girard exist materially in the
project as well because of its quality of shared authorship in its use of place-as-medium.
I will be using the philosophical frameworks of place-as-medium to show how art created
with a shared authorship of place enables impact on social and local ecologies, including the
social fabric of the community, or city as an entity, as well as interconnected institutional
structures at large in each of the three projects. We will see that, often, it is the shift in mood that
initiates the lasting impact. The artworks discussed in this chapter not only formally activate a
poetic sense of place, but they initiate new ground for thinking and build worlds in ways not
possible before because they are generated through the shared authorship of place.
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The place-aesthetic generates a space of exchange within the very process of shared
authorship. The thrust of each artwork derives from creative forces that shift the poetic value of
place through an artistic form that is grounded in an experience of place.128 The artworks create
new ground for thinking-through-place, and that new ground is both thought and shaped by the
entire manifestation of ever-changing and vastly complex network of relationships, not only with
each other, but also in a larger sense. Therefore, the outcome of modes of participation are not
exclusively set out by the artist, but instead are formed in the actualization of the event within the
aesthetics of place. Beyond the materiality of objects or people at play, the free interactions
enabled by the projects’ artistic forms change conditions beyond just human experience through
the activity of a community’s rebuilding of a new sense of place. Jeff Malpas, in Heidegger and
the Thinking of Place, explains strife in the context of artworks:
We might say that the strife between earth and world thus already occurs in the incipient
emergence of the artwork as art, at the very point at which it is first set into and so stands
out in its world. It is not simply the tension between the objectivity of the artwork and in
its disclosive character as a world that is operative in the artwork, but a tension within the
objectivity of the work itself. The objectivity of the world both closes off, that is, remains
resistant to any disclosure, but also opens up. (245)
In the remaining pages, we will examine the question of shared authorship within the objectivity
of philosophical praxis of each of the three projects. Not all projects have equal stakes of
authorship, however. The Gramsci Monument, it can be argued, engages with spectacle in the
artist’s framework of unshared authorship, while the Huguenot House and the Beast are
examples of philosophical praxis of place-as-medium because they deny spectacle and make
possible the opening for shared authorship of place. The advances relate to the agency of
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positionality as a position of ethics, or answerability, as a chorus of deeds. Not all projects are
equal, however. The Gramsci Monument, it can be argued, engages with spectacle, whereas the
Huguenot House and The Beast, because they are philosophical praxis of place-as-medium, deny
spectacle and make possible the opening for shared authorship of place. While there are overlaps
with other forms of participatory art, the intentional use of place-as-medium enlarges the scope
of participation to include all entities gathered, human and beyond through gestures of thinkingthrough-place. Looking at shared authorship of place-as-medium offers a broader and deeper
look at the stakes of contemporary art. With this understanding, it is possible to open new fields
of art practice. The advances relate to the agency of positionality in the aesthetics of place. In a
profound way, the materialization of communication by a shared authorship makes the world
new.

5.1 Positioning authorship in aesthetic theory
The first section of the chapter looks at ways in which philosophers have considered the
question of authorship – not only considering the artist’s role in making the work, but also the
viewer’s role in the making of meaning. The questioning of authorship in philosophy and art
theory has occurred under different conditions, such as in the urgency of political necessity in
turbulent periods of history or in critical theory debates. It has also concerned different forms of
art, from revolutionary and popular literature to participatory art in the public sphere. Looking at
the question of authorship brings us to a point where we can examine the value of place-asmedium as an art form that is inherently an endeavor of shared authorship.
The investigation of authorship adds another aspect of place-as-medium to other
characteristics we have discussed thus far. All of the mechanisms we have described in the
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previous chapters – a grounding in the locality of place, the clearing of a space of art, a way of
gathering together entities according to a new artistic form, the ecstatic character of time and
space enabled through place-as-medium, mechanisms of thinking in the aesthetics of place, a
freeing or letting be of the entities to establish new types of relationships. These concepts are
shown to be unique in each and every project according to their inventive forms. The artworks
are resourceful in finding ways to assemble entities to formulate new spaces for possibility.
Additionally, in these three projects we will see familiar mechanisms of place-as-medium we
have considered before: boundaries of place, nested place, and the play-of-places.
The awareness of the difference between contemporary art that works through shared
authorship of place and other forms of participatory art can go a long way in establishing a
framework for creating projects that operate through place-as-medium. Shared authorship is a
characteristic of projects that fall under the established heading of Socially Engaged Art
(SEA).129 Before turning to place-as-medium, it is helpful to review the critical threads of
socially-engaged art and participatory in general. In the title essay of the 2010 influential volume
on socially engaged art, Living as Form, theorist Nato Thompson asserts there are three
characteristics of social art practice: (1) it is anti-representational, (2) it necessitates participation,
and (3) it operates in the political sphere (Living as Form 21-22). Artworks that exhibit a shared
authorship of place also share these characteristics. Thompson urges us to notice different moods
that are generated in various types of gatherings, be it protest or communal celebration, or public
or private action. In the second essay in the volume, “Participation and Spectacle: Where are we
Now?,” theorist Claire Bishop, is largely skeptical of the political efficacy of participatory art,
and points to the limits of many examples of participatory art, such as when they exist as
spectacle or set up participants as spectators and not participants. Overall, Bishop shows the
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importance of maintaining tension between art as art and art as life through the two strategies of
participation and spectacle (44).130 Both Thompson and Bishop present their theories by
discussing projects that are rooted in spectacle and participation. In the philosophical praxis of
place-as-medium, particularly in shared authorship of place, motivations are different than
projects where the “artist is producer” because of the place-as-medium requires a shared
thinking-though-place. In Jaar’s Skoghall Konsthall, for example, setting fire to the paper
museum after 24 hours of operation is done so that the community can think through itself as a
town with no cultural institution rather than through the question of authorship.
Shared authorship of place is also distinct from participatory art. In participatory art, the
artist orchestrates the forms, participants, moods, and a myriad of other elements to create the
work of art. In place-as-medium, the artwork is the unfolding of shared authorship as these
various elements emerge/join together to author the work. The place, the moods, the participants,
the use of the form itself. Another important point about social change through social art practice
is that eventually art “has to hand over action to society if change is to occur” (Living as Form
44). Bishop sees promise in the use of people as medium because creating events in the world
creates opportunities for people to experience life in a way that is removed from everyday
experience. Like Thompson, Bishop also sees mood, or affect (emotional experiences as
pleasurable, disturbing, perverse) as a way to enlarge a collective capacity to imagine the world.
Art is well suited to engage the public imagination in this way, and the reenergizing of collective
imagination may be its greatest power. Bishop concludes with the following: “Participatory art is
not a privileged political medium, nor a ready-made solution to a society of the spectacle but is
as uncertain and precarious as democracy itself; neither are legitimated in advance but need
continually to be performed and tested in every specific context” (45). The artistic form of the
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artwork is more important than ever in maintaining the tension between art and social
participation by allowing an open space in which the work can be experienced as art and can
playfully show us the ways in which we are living in constructed forms, forms that can be
changed for the better.
Philosophers across the twentieth century have often framed the debate about authorship
by looking at the role of the author in relation to the making of culture. One of the most
important essays on the subject, “The Author as Producer,” was written by Walter Benjamin for
an address at the Institute for the Study of Fascism in Paris in 1934. The essay looks at art as
integral to the “social relations of production of its time” (Selected Writings 769). Benjamin’s
essay was directed at writers, artists, and other creative thinkers to use their craft as a matter of
political necessity in his immediate historical context, which was to overcome the
dehumanization of fascism. Benjamin’s focus on production as labor exemplifies the Marxist
focus in the first half of the twentieth century on the tension between an artist’s duty to the cause
on the one hand (politics), and the artist’s creative freedom on the other (quality). Benjamin
designates creative output as part of the urgency of class struggle that is necessitated by the term
“tendentious.” In opposition to an obviously Marxist definition of “what is useful to the
proletariat in the class struggle,” Benjamin assigns to tendentious a more subtle power, saying:
“a work that exhibits the correct tendency must have every other quality” (Benjamin 769). In
other words, art produced within the class struggle is still art in its full expression. The
tendentious nature of creative production is necessitated by the political situation, according to
Benjamin, but it cannot be shaped by political necessity alone. When the author is producer and
writing is the labor, then the quality of technique is the greatest contribution the author can offer
to the whole. Of the author, he says: “an author who teaches writers nothing teaches no one”
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(777; italics his). For Benjamin, it is in the context of education where the quality of literary
technique wins over political tendency because education is a real-life site of “functional
transformation” (777). To make his case, he evokes the raucous assembly place of Brecht’s Epic
Theatre in Berlin as a site of political action where the play happens somewhere between onstage and off-stage in the spontaneous collaboration of actors and audience (774). Benjamin’s
conclusion that the writer’s creative efforts employed as education produces a utilitarian benefit
for all is not a top-down model. Literature (art) is the space of creative exchange where a new
foundation for society is laid, hence the evocation of Brecht’s theater.
Benjamin teaches us that the dynamism of the essential function of education – I would
extend the name to dialogical education – in the Brechtian performance is not different from the
dynamism of the essential function of education in literature of the revolution. Although the
artist is the creator of the artistic form (whether it is object or event), assigning privilege to
artistic genius is not the basis of the educational project in place-as-medium. The inherent
hierarchy of intellectual vs. non-intellectual is absent in place-as-medium, or at least greatly
reduced, because the value of shared authorship of place is what shapes relationships among
entities through dialogic education and shared knowledge production. In place-as-medium, the
theater of exchange is not a separate entity – the works exist in place, and their scope is not
limited to human social relations alone.
Of other thinkers who have written about the question of authorship, philosophers Roland
Barthes, Michel Foucault, and Mikhail Bakhtin stand out. Each author calls for the adoption of a
whole of society approach in artistic models outside of literature, or semiotics more generally, to
move us forward. As a literary critic in the post-structuralism school, Roland Barthes argues that
the disappearance of the author emancipates literature away from the limitations of individual
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subjectivity and allows the reader to enter into the creative project as an active participant. The
decentering of the author explored in literary theory is a precursor to the death of the artist as
producer in place-as-medium art projects of today. Barthes’ concern with the disposition of
authorship is understood as emancipation: freedom from being held under the spell of the
author’s ideas alone. The crucial move is the leaving behind of a purely subjective perspective as
a reader in the interplay of ideas between reader and text.
The French philosopher Michel Foucault, whose overall project is tracking historical
change in discourses, responds directly to Barthes in the essay, “What is Authorship?” developed
out of lecture given in 1969 at the College de France in Paris. He asks us, as always, to don the
lens of an historian to see how the transformation of artistic forms shape history and not the other
way around. He writes, “when I speak of Marx or Freud as founders of discursivity, I mean that
they made possible not only a certain number of analogies but also (and equally important) a
certain number of differences. They have created a possibility for something other than their
discourse, yet something belonging to what they founded” (Foucault “What is an Author?” 218).
In the essay, he notes that conceptual frameworks such as Marxism, Freudianism, or
Romanticism, all have outlived the sum-total of the ideas of the authors in the original output of
ideas. It is the collective ownership of discourses brought into being that take on what Foucault
renames the author-function. He writes:
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The author—or what I have called the ‘author-function’—is undoubtedly only one of the
possible specifications of the subject and, considering past historical transformations, it
appears that the form, the complexity, and even the existence of this function are far from
immutable. We can easily imagine a culture where discourse would circulate without any
need for an author. Discourses, whatever their status, for, or value, and regardless of our
manner of handling them, would unfold in a pervasive anonymity.” (314)
What Foucault is getting at is that author-function is less about producing content and more
about producing form. In shared authorship of place, the author-function is not nameless,
however. Holding one’s unique place amid a tension of collective individualities only
strengthens a project of shared authorship of place. Anonymity is exactly what the three projects
at consideration in this chapter renounce. Our projects reject obscurity, concealment,
namelessness, or facelessness. It is the sharing of activity - sharing in the intimacy of a live
performance in the presence of others, for instance, or relishing in the daily mingling with
neighbors, or in entering into a shared experience of wonder where strangers suddenly transform
into something other than strangers that gives meaning to shared authorship of place.
In a different time and under different circumstances, Michel Bakhtin proposes
“architectonics” of the self as a dialogical subjectivity where the individual is in a state of ever
becoming with others.131 The “radically new” authorial position that Bakhtin notices in the novels
of Dostoevsky in The Brothers Karamazov is “the discovery of a new integral view on the person”
thinkable only “by approaching the person from a correspondingly new and integral authorial
position” (58). Bakhtin seeks to stretch beyond the monologic mode of analysis to read
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subjectivity polyphonically. Of course, only writers who rise to the “new authorial position” that
Dostoevsky achieves are included. Bakhtin calls it an “active broadening” of consciousness
(italics his) that is a “special dialogical mode of communication with the autonomous
consciousness of others.” The polyphonic is something never before articulated in literary
criticism. The dialogic imagination is so much greater than an exchange between a thinker and
the world. The model is disclosed through Bakhtin’s analysis of the shifting perspectives of the
heroes in The Brothers Karamazov: “In the same way that each of Dostoevsky’s heroes is everbecoming because in each of them there is a ‘great unresolved thought,’ ideas themselves are
likewise unfinalizable, and without matter unto themselves” (Dialogical Imagination 87). In the
novel, the hero is ‘the great dialogue” itself (Problems of Dostoevsky’s 40). The aim is not for
unity, but for an awareness of a unified state of becoming. Bakhtin writes: “Thus the new artistic
position of the author with regard to the hero in Dostoevsky's polyphonic novel is a fully realized
and thoroughly consistent dialogic position, one that affirms the independence, internal freedom,
unfinalizability, and indeterminacy of the hero” (Problems of Dostoevsky’s 63). Authority, in the
dialogic space, is never fixed. The authority of the subject also cannot be pre-determined in
dialogic space. The subject “I” is always subject to negotiation. In a similar way to Barthes, then,
Bakhtin considers the subject “I” in the space of creativity:
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For the author the hero is not “he” and not “I” but a fully valid “thou,” that is, another
and other autonomous “I” (“thou art”). The hero is the subject of a deeply serious, real
dialogic mode of address, not the subject of a rhetorically performed or conventionally
literary one. And this dialogue—the “great dialogue” of the novel as a whole —takes
place not in the past, but right now, that is, in the real present of the creative process.
(Problems of Dostoevsky’s 63, italics his)
The negotiation is the hero in Bakhtin’s reading of Dostoevsky’s novel, rather than any one
character. In place as medium, the activity of sharing the authorship of the work is the dialogical
imagination as dialogical authorship.
Bakhtin’s analysis of the face-to-multi-face heroic stance of the “thou art” can be
extended to consider the subjects in place-as-medium art projects of shared authorship. In simple
terms, Bakhtin sees every choice in speech, discourse, and language all from the perspective of
what he calls “an architectonics of answerability.” Bakhtinian scholars Katerina Clark and
Michael Holquist paraphrase the philosopher: “There is no way for a living organism to avoid
answerability, since the very quality that defines whether or not one is alive is the ability to react
to the environment, which is a constant responding or answering, and the total chain of these
responses make up an individual life” (67). Such an incredibly complex interaction of different
authorial positions makes up what Bakhtin calls the ‘joyful relativity’ of human society. Clark
and Holquist conclude that Bakhtian philosophy upholds the dignity of the individual in the
acknowledgement that we are all “necessarily involved in the making of meaning” (348). For
Bakhtin, utterances are deeds, and “the deed is the subject’s answer to the world” (Clark &
Holquist 54). Within the dialogical process, even ethical systems are dynamic. This fluidity gives
tremendous responsibility to individuals, especially those sensitive enough to be able to see those
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dynamics at play. Contemporary art practice that produces shared authorship likewise gives
tremendous responsibility to individuals. The distinction between Bakhtin’s authorship and the
shared authorship in contemporary art is in the artistic form. Novels penetrate society in
profound ways, but their reach is through ideas. Public art projects allow shared authorship to
emerge as real experience, and artworks change the landscape in a real sense.
Bringing Nietzsche’s Dionysian chorus together with Bakhtin’s architectonics of
answerability as “a chorus of deeds” can be imagined when we equate the space of art in placeas-medium to the carnival square. The three projects in this chapter all have this characteristic.
The polyphonic is an artistic model that does not reflect an image of life, but is “an unclosed
whole of life itself, life poised on the threshold” (Problems of Dostoevsky’s 63). A favored form
to illustrate the polyphonic, or “threshold dialogue,” for Bakhtin is the carnival square, which in
some ways can be likened to the artistic space of a public art event.
The main arena for carnival acts was the square and the streets adjoining it. To be sure,
carnival also invaded the home; in essence it was limited in time only and not in space;
carnival knows neither stage nor footlights. But the central arena could only be the square,
for by its very idea carnival belongs to the whole people, it is universal, everyone must
participate in its familiar contact. (Problems of Dostoevsky’s 128)
Similar to the creation of a democratic society through losing one’s head in the “real present of
the creative process,” the Greek chorus enables a dialogic position that materializes
phenomenological change. Place-as-medium art practice joins the tragic chorus and the
polyphonic novel as a dialogical construction of shared authorship. In place-as-medium,
answerability becomes a much more far-reaching proposition, as will be seen in the three
upcoming projects.
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5.2 12 Ballads for Huguenot House within the play of places of dOCUMENTA (13)
The first project we are examining is Theaster Gates’ 12 Ballads for Huguenot House
(2012), an Off-the Main Sites exhibition for dOCUMENTA (13) in Kassel, Germany in 2012.
The project was located in a previously defunct Huguenot hotel on the Friedrichstrasse, a short
walk from the main exhibition. Much as we did with The Art of Sahrawi Cooking in chapter four,
we will look at the work as a place-as-medium artwork that asks us to “think-through-place.”
Here too, this is understood as a dialogue between artist Theaster Gates’ Chicago-based
Dorchester Projects, the Huguenot House, and the artistic director Carolyn Christov-Bakargiev’s
central creative endeavor of the “play of places” of dOCUMENTA (13). The aesthetic
phenomenon we are examining is intricately connected to Christov-Bakargiev’s essential
question of the artistic direction of dOCUMENTA (13): “What is the role for thinking?” that is
enacted in the interplay of projects in the mind-map of the four stated conditions of “on stage,”
“under siege,” “on retreat,” and “in a state of hope” at the outset (discussed in chapter three). The
playfulness of asking participants to engage in collective thinking by playing with the four
conditions through various projects of the exhibition is the type of philosophical praxis that is a
new standard bearer for a field of practice that others can enter, as ambitious in scope as can be
dreamed. The philosophical praxis by Hirschhorn and Preus discussed later exists in entirely
different ecosystems (grass-roots philosophical education in the Gramsci Monument and
community-building in art institutions with the Beast). While typical travelers to the documenta
edition of 2012, or even many of the participating artists, may not have taken in all of the
philosophical dimensions we are reckoning with, the promise of shared authorship of place is its
potential to extend the reach of contemporary art beyond the field of art into all other fields. The
path is set by dOCUMENTA (13) in an extraordinary way.
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Figs. 36, 37. interior of The Huguenot House at dOCUMENTA (13) in Kassel, Germany in 2012
(left); outdoor gathering at one of the buildings of the Dorchester Projects in Chicago.
In total there were twenty-four Off-The-Main-Sites site venues, of which the Huguenot
House was one. The project’s Off-The-Main-Sites status was in fact a significant advantage for
12 Ballads for the Huguenot House. The hotel’s dilapidated condition within the city paralleled
the condition of the Dorchester Projects in Chicago, which were a group of abandoned buildings
in a depressed neighborhood that Gates bought, renovated, and incorporated into his art practice.
The undertaking was complex and involved many partners both inside and outside the artworld;
for example, bankers and city planners as well as libraries and schools.132 The play between the
neglected hotel in Kassel and the abandoned buildings in Chicago was itself in dialogue with the
greater conversation at dOCUMENTA (13). The very play of locations, Christov-Bakargiev’s
“play of places,” is what creates the new ground for thinking in this particular project in its
particular way, and the essence of what makes the Huguenot House a place-as-medium artwork.
Artist Theaster Gates discusses the marginality of the Huguenot House as a venue:
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But why this site in Kassel? Why not Documenta-Halle, with a chance for a choice object
- a nice fatty to be sold to the highest bidder with opportunity for replication of thirty
more of them to be sold through the eighteen galleries that might have interest in a
portion of my project?
Why the abandoned . . . Always, the left behind?
Why not the new and shiny and main hall?
Maybe at my core, I don’t believe I deserve it. Maybe at my core, I know that being
central or being marginal doesn’t really matter much - that the Huguenots’ marginality
allowed for a particular kind of excellence that was coveted and sought but didn’t allow
for the cultural come-up that was tangible, at least to those on the outside. Always asking,
‘What’s at stake? (12 Ballads 118)
As one of the officially commissioned projects, 12 Ballads for Huguenot House can be discussed
not just as one of the stops of the exhibition, but in terms of philosophical praxis of the artistic
director’s “play of places” within the aesthetic phenomenon of dOCUMENTA (13), and much of
that has to do with its marginality.
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Figs. 38, 39. Installation Views: Lawrence Wiener, “The Middle of the Middle of the Middle”
(2012), text on the outside wall of The Huguenot House in Kassel, Germany (left); and text on
the glass of the exhibition Brain inside the Fridericianum in Kassel, Germany (right).
How 12 Ballads for Huguenot House relates to the aesthetics of place can be explained
through artist Lawrence Weiner’s story of the angels dancing on the head of a pin that he
connects to his official entry in the exhibition, In the Middle of the Middle of the Middle (2012).
The activation of the “play of places” is accomplished in the exhibition in the way in which the
artwork is directly connected to 12 Ballads for Huguenot House. In line with Weiner’s decadeslong conceptual art practice, his artwork for the exhibition takes the form of text. Two
installations of the words “In the Middle of the Middle of the Middle” are the connecting
mechanism that makes the Huguenot House a “play of places” within dOCUMENTA (13). The
simple graphic text first appears on the glass wall that is the see-through container of the Brain
exhibition in the heart of the Fridericianum and then repeats in large white letters stenciled
across the all-brick side wall of the hotel adjoining an empty lot. We are asked to “think” through
the puzzle: between the Brain and the 12 Ballads for Huguenot and the Dorchester Projects,
where is the “middle” of In the Middle of the Middle of the Middle?
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In place-as-medium, positionality emerges as a crucial element at play. Positionality is
defined as the holding of a position in a relational structure. Paying attention to positionality,
which Weiner’s work allows us to do, raises the question, what does positionality rely on and
why? With such a question, we can revisit Bakhtin’s notion of answerability in a new way.
Positionality is an ethical stance. When we are responsible for defining our own positionality, we
take responsibility for taking care of our place within a whole. Positionality is not geo-location,
but rather it is a positional modality that has an ethical position of answerability. With the
formulation of “a chorus of deeds,” shared authorship of place in place-as-medium art practice
owes its power not to the single author, but to the chorus.
Positionality as a force of location is what Weiner’s artwork is getting at. The concept of
the piece, as described in the entry of the exhibition catalog The Guidebook, “implies a position
in the context of concentricity.” The entry goes on to say, “Concentricity is a closed system: it
has no easy exit – as opposed to an open-ended spiral” (Wiener, The Guidebook 132). ‘The
middle of the middle of the middle of’ could be a position taken when looking at a circled spot
on the site map telling you, ‘You are here,’ or a stone thrown into water, the concentric ripples
giving away the location where the stone sank” (132). However, what happens when there are
two dots on the map, or two stones thrown into the water? How does the play-of-places affect
positionality? Weiner poses the issue in the following way (all-caps are his):
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THE QUESTION IS NOT HOW MANY ANGELS CAN DANCE ON A PINHEAD
BUT THE WONDERMENT THAT SO MANY CAN DANCE AT THE SAME PLACE
AT THE SAME TIME & IN FACT INTERFERE SO LITTLE WITH EACH OTHER
(132)
Weiner’s project as part of Christov-Bakargiev’s Brain draws the philosophical praxis of the
exhibition to the project in the broader sense where the “void process” is the gathering of entities
without interference of fixed positionality.
The Huguenot House’s positionality, more than being entwined with dOCUMENTA
(13)’s Brain through Weiner’s artwork, is ethically bound by the material combining of the
physical building elements of the Huguenot House and run-down buildings on South Dorchester
Avenue in Chicago in Theaster Gates’ long-running artistic project in his native city, and all that
comes together because of it. Gates speaks about Dorchester as an entity that can live beyond
what we think of as its traditional bounds: “I want Dorchester to live in the world and be the
block that doesn’t displace, just makes more room for more things to jump off” (Gates, 12
Ballads 34). While Weiner looks at concentricity (“having a common center”), Gates names
centrifugal force (“tending away from centralization”) to explain what is in play with the “play
of places.” Gates’ commitment to urban renewal is one of ethics – and in the context of his
practice by extension, one of ethico-aesthetics. “One could believe in form-making as the world
of art, creating forms for a city and treating that as a program of ethics, centrifugal force or belief,
and operate at the level of change” (68). Such an utterance suggests that Dorchester, although
material in every way, receives its ethical “matter” through the dynamic of change, and because
the emphasis is on amplification, the force is centrifugal and not its opposite. Centrifugal force is
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“a force that appears to cause an object moving in a circle to fly away from the center and off its
circular force” (Oxford Dictionary).
Positionality in the story of the angels dancing on the head of a pin in Weiner’s artwork is
the activity of what is at work in “the play of places” of the Huguenot House more generally.
Rather than an open system of a spiral, the closed system of concentricity describes the forces at
work in the aesthetics of place such as gathering and sheltering. Weiner’s artwork for
dOCUMENTA (13) can be analyzed through Heidegger’s fundamental principles of the space of
art outlined in Art and Space examined previously. The first obvious parallel is the action of
being “grounded in locality.” The ripples originate where the stone is thrown into the water.
When two locations are brought together, in the case of the Huguenot House, it becomes obvious
that “being grounded in place” does not need to be exclusive to a single place. The “grounding”
is not exactly empty or void or non-place, but the ground that allows relationships to form in the
first place out of its own origination is not simply the material of a place. In the case of the
Huguenot House, it is the subtlety of the “play of places” of both the Dorchester Avenue
buildings and the Kassel hotel tied to Brain inside the rotunda of the Fridericianum. Each is
situated within its own cultural history with a distinct karmic inheritance, and each creates new
ground for relationships to form with a newly constituted “locality.” By acknowledging that the
activity that takes place at the level of change is the art, Gates underscores why the question of
positionality (or answerability in different phrasing) in those activities is so crucial to consider as
an ethical one.
In the case of the Huguenot House, what is gathered within the aesthetic horizon of the
project is the combined values of both Gates’ Dorchester Projects and dOCUMENTA (13)’s 12
Ballads for Huguenot House. In Chicago, the artistic rehabilitation of a neighborhood is shaped
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by the crushing accumulation of racism over the many decades following the great migration of
African Americans from the Mississippi delta (over seven million people migrated from the
South between 1910 and 1970 (U of Washington, America’s Great Migrations Project), on the
one hand, and an artistic dance of two similar yet unique cultural histories (disenfranchised
South Side Chicagoans and persecuted French Protestant Calvinists of the 16th and 17th centuries
who settled in Kassel) on the other. The Hotel’s resurrection over the six months leading up to
and including the 100 days of dOCUMENTA (13) welcomed tens of thousands of people from
around the globe to experience the building’s rehabilitation in a contemporary art context. The
horizon or boundary of The Huguenot House is found in every plank, board, and nail of the
house because those things hold up the form that makes space for certain things to be gathered
together, but also in the real experiences had inside its walls.
In the official publication for the project, 12 Ballads for Huguenot House, artist Theaster
Gates recalls the mood of his acceptance of Christov-Bakargiev’s invitation to dOCUMENTA
(13) as an embrace of a creative dystopia. While being removed from the main exhibition halls
of the event puts the project outside of the traffic of visitors to the event, the opportunity is one
of opening up a space of art that includes possibilities for future partnerships. The artist
recognizes the evolutionary step of his project to enter into creative collaboration with the artistic
director that moves beyond traditional ownership of the artistic process. His essay “Dystopia”
reads:
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Space is the Place. I am hungry. Carolyn, let’s go all the way. Let’s merge our efforts, our
buildings, our need for criticality and culture and new economic paradigms. Let’s post
modern, let’s post up, let’s receive post. Let’s rebuild the temple and rebuild Huguenot
House. (12 Ballads 100)
The titles of the 12 Ballads communicate the bluesy vibe of the narrative of the renovation. In
order they are: “Dorchester,” “Empty/Abandoned,” “Occupy,” “Waking the House,”
“Accumulations,” “The Team,” “Mendings,” “Objects and Projects,” “Dystopia,” “To Sleep,”
“Translations,” and “Huguenot House.” In the publication, Gates sketches his thoughts in a
loose diary of diagrams and musings about a deep space of art that is revealed in the ordinary
everydayness of the tasks and the rests between the tasks. The entries reveal preoccupations with
need for funding, the ills of poverty, the meaning of arrogance, and a frustration at not being able
to communicate in German. The essays are windows into the spirit surrounding the work: casual,
hip, playful, and purposeful.
Duplicating the words from the glass window looking into the Brain (“The Middle of the
Middle of the Middle of”) and painting them in large white letters onto the outside wall of the
Huguenot Hotel literally connects the stand-alone satellite project to the central exhibition. But
there is more. The Huguenot House is also intimately connected to the Dorchester Projects in
Chicago’s South Side on a different continent. The inclusion of a second location causes the
artwork to be a “play of places.” Weiner’s association of the phrase “angels dancing on the head
of a pin” with the project causes one to wonder, with now three distinct locations, where do we
pinpoint the head of the pin? Logically, the location of the project is the Huguenot House in
Kassel. However, because so much of the reconstruction involves the infrastructure of the
Chicago building, the viewer can feel the presence of both places. Reconstituted art pieces in the
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form of beds, desks, and furniture-wood plank “paintings” made from the remnants of the
Chicago buildings are scattered across the multiple floors, rooms, and hallways.
The blending of the building in Kassel and the one in Chicago allows one to enter a
nested place that is a play of places. More than being at the same place at the same time, they
are at both places at the same time together. As Weiner says, it is not a question about how many
angels dance on the head of the pin, but the “wonderment that so many can be at the same place
and at the same time and, in fact, interfere so little with each other.” Or is such a “same place”
really only one place? I contend that the head of the pin, “the place” in this case, shows us the
“emptiness” of place as containing both Christov-Bakargiev’s central exhibition and the off-site
project led by Theaster Gates in a state of play with each other. The originating grounding of
bringing Chicago and Kassel together in the Huguenot House-as-part-of-dOCUMENTA (13)
becomes the “void process” place in the world where the artwork exists. The dance between
them, then, is where the angels all dance together, and “not interfere with each other.” The
entirety of dOCUMENTA (13), at least those projects operating within the umbrella of “the play
of places” of the four stated conditions of “on stage,” “under siege,” “on retreat,” and “in a state
of hope” is a demonstration of the enormous ambition, complexity, and reach of the exhibition –
and its accomplishment. The distinction between positionality and geolocation here is important:
each building is located in a particular geolocation, yes, but their positionality of rehabilitation
through renewal, care, and art is their shared positionality, and their unique ethical utterance. It is
from the shared positionality that the centrifugal force emanates.
Here is a moment to consider again the conclusion of Heidegger’s 1969 essay Art and
Space when Heidegger quotes Goethe regarding the proposition that the space of art need not be
embodied in an object like a work of sculpture. He writes: “It is not always necessary that what
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is right should embody itself; it suffices for it to float about intelligibly and evoke harmony as it
drifts through the air like a serious but friendly sound of a bell” (Heidegger Reader 309). The
evocation of a serious but friendly sound of a bell may very well reference the chapel bell in the
climax of the second part of Goethe’s famous play Dr. Faustus. Near the finale, when Dr.
Faustus, through his deal with the devil, has finally obtained reign over the entire land and all of
its operations save for a small piece of land with a broken-down chapel cared for by an elderly
couple. It is the sound of the chapel’s bell that floats across the land and into Faust’s heart that
ultimately saves the Doctor’s soul from the eternal clutches of the devil. Goethe elevates the
character of Care because it is ultimately Care (over the three other female spirits that visit him
in a dream: Want, Guilt, and Necessity), that overcomes the emptiness of Dr. Faustus’ selfcenteredness as he is genuinely moved by the tragic loss of the demise of the old couple and the
burning of the chapel and the silencing of the bell. The serious and friendly sound of the bell is
similar to the force of locality in The Middle of the Middle of the Middle of.
The actual artwork manifest in the Huguenot Hotel at dOCUMENTA (13) in Kassel in
2012 is the entirety of the conglomerated building and building materials in concert with the
complex activities connected to the project occurring over the course of a year and spanning two
sites. The project as ongoing event makes it a shared authorship of place. The Huguenot House
project as place-as-medium is a play of the two places of Chicago and Kassel through the effort
of rejuvenation and repair. The horizon or limit of players (human and non-human, animate or
inanimate) is the boundary for exchange of events and experiences. Place-as-medium is enacted
through the event of putting into relationship two buildings that are an ocean apart (the
Dorchester Projects in Chicago and the Huguenot Hotel is Kassel). The horizon encompassed
both Dorchester Project house being torn apart, and the Huguenot House being put back together
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as an art space. The bones of the gutted old building that had fallen into a condition of urban
blight on the South Side of Chicago are combined with the bones of the hotel in Germany as
reconstituted art project in Germany. The continuity of Gates artistic project known locally as
“The Dorchester Projects” from his native city into the international exhibition in Europe is
essential because the rejuvenation of Chicago’s South Side needs to be at play in order to open
up a creative space that bridges the two locations. Transformation out of a state of neglect into a
state of being cared for is the gesture that connects the buildings. The music of the 12 Ballads is
centrally at play as well, but that will be taken up separately. The wood planks and fragmented
walls, stairs, etc. from Chicago turned into art objects and transported across the Atlantic and
installed in the rooms and corridors in the four floors of the Huguenot hotel extend the horizon of
the project from the U.S. to Germany, and then to the world with the global audience attending
the Documenta. The reconstituted building parts are read as “paintings” or installations inside
dOCUMENTA (13), but the project is bigger than purposeful aesthetic elements.
In many ways, being off-site was critical for allowing the project to generate its own
ground for thinking in its out-of-the-way location. In chapter four we discussed philosophically
the question of where the ground for thinking originates in the context of the Occupy. In his June
2012 lecture at dOCUMENTA (13), “Foundational sites and occupied spaces,” W.J.T. Mitchell’s
evokes Otto Neuroth’s analogy of the sinking ship out at sea who must repair itself out of itself.
He paraphrases Neuroth: “We are like sailors who have to rebuild their ship on the open sea,
without ever being able to dismantle it in dry-dock and reconstruct it from the best components”
(W. Mitchell, “Foundational sites and occupied spaces” lecture, 2012). Neurath’s own writing
clarifies Mitchell’s position: “If imprecision is diminished at one place, it may well re-appear at
another place to a strong degree” (McElvenny 162). In addition to the ship at sea analogy,
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Mitchell uses the visual perception puzzle image, “Is it a vase or two silhouettes?” to argue that
the occupation of the public square in Occupy is a figure/ground problem. W. Mitchell’s
discussion of occupation in the Occupy movement shows how a protest occupation of a public
square is largely ornamental. Occupy cannot escape its representational limits, and the global
Occupy movement self-excludes itself from responsibility for place-building in the foundational
sites where it occurs.
Occupation in the Huguenot House, in contrast, is a play-of-places. Occupy is
fundamentally opposed to place-as-medium because the space is already occupied by the activity
of protesting. Occupation of the Huguenot house has the very generative quality that creates new
grounding for thinking. The 12 Ballads are inextricable from the activities of each separate
project or even the play between the two. In the sequence order of the 12 Ballads,
“Empty/Abandoned” gives way to “Occupy.” Excerpts from the two Ballads show how place-asmedium is at work:
EMPTY/ABANDONED: There is a relationship between a building on Friedrichstrasse
and a building on Dorchester, but that relationship is not forged in the number of black
men and Jews who fought in World War II or the history of their birth sites in Chicago.
There is a relationship because I am connected to them both, and the practice that I’ve
adopted for the day has much to do with occupancy. The by-product of the right to
occupy buildings and of my presence and that of others is that the buildings will live a
little longer in the built environment and not in our memories. (12 Ballads 42)
The connection between the two sites is not a line drawn through historical or even conceptual
affinities as Gates notes, but through the activity of shared authorship. All of the people in
Chicago affected by the project – and the net is wide – are part of the Kassel project in spirit.
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After EMPTY/ABANDONED, the topic OCCUPY appears. Gates describes his bringing
together LeRoy Bach as musical director and Chris Strong as videographer to film some of the
“most important musicians living in Chicago and create a moment that both underscored the
need for venues on this side of town and created a body of work that would reactivate 6901
South Dorchester.” Gates acknowledges how Occupy is rooted in foundational knowledge
through his use of the term “taproot.” At the end of the entry, he writes: “The project has a
taproot here, in the Ballads, in songs, notes, and poetic stories about space” (Gates, 48). The verb
“to occupy” in the artistic function of the Huguenot House connotes an entirely different
meaning as tool than the same verb in the Occupy movement of 2011 and in the artistic projects
that followed in 2012 that we looked at in the previous chapter. Knowing why they are different
is another way to see how the Huguenot is fundamentally a place-as-medium artwork in a way
that the dOCCUPY encampment at the dOCUMENTA (13) is not. The sense of occupation is not
a figure/ground problem at all. The mechanism OCCUPY in the Dorchester Project is through
appearance, or new appearance, not flawed perception of representation of occupation that
confuses itself with public space. Just as we saw in chapter four, the temporary renegade
“dOCCUPY” encampment in front of the Fridericianum in solidarity with the global Occupy is a
protest occupation, while the Huguenot House is a true habitation: a place where we dwell.
The project activates itself in a space of art and non-art. All of the performances by the
Black Monks of Mississippi, as well as the organic events that just happened – yoga classes,
dinners, pop-up events with the many artists assembled, and informal encounters add to the
structural material and are equally bonded in the horizon or boundary of the project-as-artwork in
aesthetic terms even if they also have a practical function. Gates states: “Rarely are my objects
lost. People own them and want them to go to a new home. They are discarded but need
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permission to be reactivated, they are dead and need reviving” (68).133 Part of the reactivation
objects is layered on the ongoing accumulation of the now multi-decades long series of urban
renewal projects that Gates has woven into his artistic project – now numbering over twenty.
The complexity of the network of people involved in permitting, contracting, fundraising,
financing, and other practical, legal, and social jobs mirrors the necessary logistical procedures
of any operational civic project. Gates writes: “When you build a space, it could be read a lot of
different ways Symbolic or Real. When you build twenty spaces, the work starts to enter a
territory that is much more complicated than ‘real’ or ‘not real.’ It starts to reach the limits of a
thing that might be considered art. It becomes more intense and eccentric, especially if it doesn’t
have a clear linear outcome or when the projects are not driven by a world-based imperative”
(68). The invitation by Christov-Bakargiev to bring Gates to Germany gave the Dorchester
Projects a different use.
In order to proceed to shared authorship of place in the Huguenot House as a function of
Christov-Bakargiev’s philosophical praxis of the play of places within dOCUMENTA (13), it is
helpful to review Jeff Malpas’ writings about place. He states:
Place is always itself positioned in relation to other places and provides a certain ‘view’
of such places. Places are thus internally differentiated and interconnected in terms of the
elements that appear within them, while they also interconnect with other places - thus
places are juxtaposed and intersect with one another; places also contain places so that
one can move inwards to find other places nested within a place as well as move
outwards to a more encompassing locale. (Place and Experience 34)
When two or more places are brought together in an artistic event, the energy of their
interconnectedness is amplified. No longer are the singular qualities of a place set against
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counterparts elsewhere, but those particular characteristics of two or more places are involved in
an encounter or dance or confrontation with different characteristics within a nested place that
becomes its own place-as-hybrid. Nested place is a way to understand a horizon that contains the
interlocking relationships forged across time and space and to see it in terms of one single, if
durational and complex event. The glue that ties everything together in the case of physical
container of the Huguenot House is care – care realized in the real acts of rehabilitation, renewal,
and performed in the art and musical performances that happen as an outcome of that effort of
care. Care manifests itself in the reworked fragments of walls, floors, and staircases. Their new
forms are care materialized. What is at work in the project-as-artwork is a specific form of care
within an aesthetics of place. This rehab is the rehabilitation of place in its poetic form: turning
material from one neglected building into art and transporting that knowledge in its material
form across the ocean in an act of conjugation. The “place of places” in the larger aesthetic
phenomenon of dOCUMENTA (13) is part of the ground of thinking of the 12 Ballads for
Huguenot House.
A second way to look at nested place in the case of the Huguenot House is through the
term, amplification. Thinking through the place of the artwork 12 Ballads for Huguenot House is
amplified by the way music informs everything. The video installations scattered across floors in
various spots inside the Huguenot House broadcasting the sounds of the original performance
recordings from Dorchester provide amplification to the underlying vibration of the entire
enterprise. The performance of the ballads within the house, whether in live performances or on
the video screens, are the means to amplify the project’s functioning within dOCUMENTA (13)
as a play of places. One can consider the performance of love in all of its manifestations in the
project as the boundary by which we begin to access it as art. The “play of places” is not only
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established by the bringing artistic fragments of the literal building materials of the dilapidated
structure stripped by the artist-builders in the old building in Chicago made out of wooden
floorboards, wall supports, and even stairs, and interlacing them together with an artistic
rebuilding of the neglected hotel in Kassel, Germany as discussed above, but through the soul of
music that is deeply embedded in the project. The process happens slowly, with care and
cooperation, over a nine-month period with artistic life of the project open during the 100 days of
the Documenta in 2012 that is infused with music in all its spaces, both in video/sound
installations and in live performances. By surrounding the aesthetic rebuilding with the vibration
of music, the artwork is not only beauty of rehab by artists, but a creation of music on a deeper
level. The proof is in the project’s dedication to content manifest in artist archives. The aliveness
is evident in the rebuilt community space as art-space made up of the Chicago builders, designers,
and musicians together with the new artistic community brought in within the context of
dOCUMENTA (13). Music, food, art all take part in the rebuilding process, making the project
more than a simple rehab. Aesthetic Horizon, in the case of the Huguenot House, is the bringing
together of two disparate places (South Side of Chicago neighborhood, and a ghostly trace of a
Huguenot outpost in Kassel Germany) around an engine of care brought from one place to
another. What is gathered is fourfold: the actual physical manifestation of the project held in the
Huguenot Hotel in Kassel as a functioning site of dOCUMENTA (13), the events that happen
throughout the entire life of the project, the participants (the artist-builders and musicians), the
visitors, and most crucially, the art.
The final consideration of the project is its proposition that it is music. The question of
grounding as a basis for thinking – as considered here as “a new thinking through itself” or
“initiating a mutuality of thinking” as a form of music is another element opened up by the
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philosophical praxis of place-as-medium that makes this project unique. Gates’ title for the
project, 12 Ballads for Huguenot House (2012), points to the centrality of music to the ethical
dimension of the artistic project. When we “think through place,” we do so by way of music in
the Huguenot House. John Preus, the lead creative builder of The Huguenot House as well as one
of the lead builder/designers of the Dorchester Projects in Chicago, sees narrative that Theaster
has developed as a requiem and an anthem. In Preus’ essay, “Anthem/Requiem,” Preus narrates
his part in the project:
We descend upon Kassel from our native industrial, smoke-belching Chicago. Our song
is the thing we make that support the ballads and that make the house once again into a
home, however temporary. […]. It has to do with singing this beautiful old building to
sleep, or stomping its floors again to wake it up, and shake off the dust, and hold out for
the arrival of its benefactor. It has to do with intervening into a complex social history,
that is not our native concern, and into which we carry little baggage. (12 Ballads 125)
Preus leaves the question open whether their process of renovation is an awaking or a putting to
sleep, a new beginning, or a final end: “We intervene as earnest dilettantes, and eager tourists,
into a building’s limbo state, protected but neglected, either to sing it awake, or to rock it to sleep,
but that has yet to be determined” (125). In the ecstatic space of the artwork, both anthem and
requiem can exist at the same time, ever renewing the other.
The 12 Ballads for Huguenot House is what Agamben names Supreme Music. Music is
“the experience of the Muse, that is, of the origins and the taking place of the word” (What is
Philosophy? 97). Agamben says music comes first and it comes before language because it
comes before place has a ground (“music marks the extraneousness of the original place of the
word” (What is Philosophy? 100). In light of the discussions of this dissertation one could also
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describe the place where the grounding for new thinking comes through the music as a play of
places. Chicago musicians under the moniker “The Black Monks of Mississippi,” assembled by
Gates to play together in the rooms of the Dorchester projects, came to Germany to fill the air
with their sounds. 12 Ballads for Huguenot House is an example of Supreme Music because of
the way the music constructs “out of the best components” culled from the remnants of neglect
and disrepair and abandonment, to recall Neuroth’s celebration of the industriousness of the
repairmen on the sinking ocean ship. The only way ahead is by retooling what is at hand. The
complex rhythms resonate with everything having to do with urban renewal and combining that
with a purposeful artistic intervention into a totally new environment of the international art
biennial. The heart of the artistic gesture is expressed in music. The music of the Black Monks
reveals and manifests the extraneous “world” as it is, as a play of places. The grounding does not
precede it but makes itself as it goes along – where it stands is ever in the process of its own
making. A slow, distinctive, underlying chanting pervades the 12 Ballads presented as video
installations throughout the open rooms of the Huguenot House. The Eastern sensibility arises
out of an artist residency in Japan where Gates studied with a Japanese master ceramic artist in
Tokaname, Japan in the 1990s. That chanting restrains the natural blues/gospel/jazz beats that
sets the tone for the mood the vibration of reality itself – the Supreme Music of the Huguenot
House. This Supreme Music is a chorus of deeds in its best sense.
Agamben’s essay “Supreme Music: Music and Politics” asserts that in order for politics
to change, the music of a culture must change first. He states: “Philosophy is today possible only
as a reformation of music (97). Agamben turns to Plato’s discussion of music as a greater
definition of artistic creation and recalls that Plato sees music as something before language:
“For this reason, emotional moods necessarily belong to music before belonging to words:
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balanced, courageous, and strict in the Doric mode; mournful and languid in the Ionic and the
Lydian” (99). Preus’ essay for the Huguenot House catalog, “Anthem/Requiem” stands as an
eloquent testimony to the claim that the Huguenot House is an example of Agamben’s Supreme
Music, an essay at the end of his volume What is Philosophy?. The 12 Ballads along with the
totality of the project as an ongoing renovation of a community is originary music for a new
grounding of place. Agamben is lamenting the quality of music today: “If music is constitutively
bound to the experience of the limits of language, and if, vice versa, the experience of the limits
of language – and politics with it – is musically conditioned, then an analysis of music of our
times should begin by noting that is precisely this experience of the music limits that music is
now missing” (105). Agamben’s calls for a reform of music as a possible salvation for
philosophy becomes manifest in the 12 Ballads for Huguenot House. Preus’ essay captures the
values of shared authorship as he includes the names of all the builders and their different
attributes and skills to show they are a team of collaborators. However, shared authorship goes
beyond the participants alone. Preus’ remarks that the “buildings become surrogate sites for
thinking about how communities form,” and “the interaction of space and community create a
vibrant human ecology” (Gates My Labor is My Protest, 104). The building team were as much a
part of the artistic project as the invited musicians. The renovation, the comradery, the shared
meals, parties, and visitors all made the artistic project. The Huguenot House gives answer the
question posed at the beginning of the chapter, “how can myriad elements of the world as well as
people be considered as ‘authors’ of an artwork that do not experience the event as art?”: as
Supreme Music.
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5.3 Unshared Authorship in Thomas Hirschhorn’s Monument series
The second project in this chapter, Thomas Hirschhorn’s Gramsci Monument (2013),
falls firmly in the category of philosophical praxis by the artist-philosopher, which will be the
main lens by which it is considered. However, while Carolyn Christov-Bakargiev’s “play of
places” in dOCUMENTA (13) is a philosophical praxis that is driven by place-as-medium of
which the Huguenot House was a key agent among others, this second example of philosophical
praxis by Swiss artist Thomas Hirschhorn staged in New York City does not fit all the criteria of
place-as-medium that we have outlined thus far. Therefore, we will examine Hirschhorn’s
project as an example of a complex artwork that, yes, engages with the practice of philosophy,
and, yes, is a public art project in a specific place that naturally is in conversation with that
“intelligence of place” as Jeff Malpas opens up for us, but that it is not a work of shared
authorship “of place,” even as it embraces shared authorship. The project is one of unshared
authorship, a term the artist himself coins. Importantly, the monument series is a project that
overtly brings philosophy to the fore. Hirschhorn, in his book Critical Laboratory, states: “I
make monuments for philosophers because they have something to say today. Philosophy can
give us the courage to think, the pleasure of reflection. I like the strong meaning in philosophical
writings and the questions about human existence” (45). In this section we will explore
Hirschhorn’s concepts of authorship in his monument series to reveal the ways in which placeas-medium, especially in the framework of shared authorship of place, does not operate under
traditional forms of autonomous art.
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Fig. 40. Installation View: Thomas Hirschhorn, Gramsci Monument (2013), Forest Houses,
Bronx, New York.
Thomas Hirschhorn mounted the Gramsci Monument in the Forest Houses Housing
project in the South Bronx of New York City from July 1 to September 15, 2013. The project is
the fourth and final installment of the artist’s monuments series – a string of socially engaged
temporary “living” monuments to some of the artist’s favorite philosophers. All of Hirschhorn’s
monuments are embedded in neighborhoods where immigrants, minorities, or otherwise
underserved people live. In Critical Laboratory he asserts, “All my work as an artist is inspired
by the base” (212). Hirschhorn’s dream to share ideas of philosophy with people for whom the
philosophical arguments of his favorite thinkers aim to benefit in the location where they live,
and work is a fulfillment of making work for “the base.” What is Hirschhorn’s idea of the base?
Because three of the four monuments are placed in public housing projects, the assumption is
that the base is working class people. While Hirschhorn’s formal art practice generally occurs in
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top galleries, museums, exhibition spaces, and international art events, it is notable that the
monument series is placed in territories not normally targeted by the art world apparatus
(although the projects always involve an art world audience in addition to the local residents).
The first three monuments occur in close succession: the Spinoza Monument in Amsterdam in
front of a sex shop in the red-light district as part of a sidewalk art project, Midnight Walkers &
City Sleepers in 1999; the Deleuze Monument at the Housing project Cité Louise Gros in
Avignon, France in 1999-2000 in conjunction with the exhibition, “La Beauté; and the Bataille
Monument in the Friedrich Wöhler Housing Complex in Kassel, Germany in 2002 as part of
documenta 11.
Each of the first three monuments include a sculptural likeness of the honored
philosopher, something Hirschhorn says designates the “who” of the project (45). The busts,
which recall the form of traditional monuments to famous people, are oversized and, in typical
Hirschhorn style, possess a homemade quality. With the exception of the Spinoza Monument,
which is modest in size, the monuments expand beyond the icon to include other functioning
spaces besides the visual reproduction of the thinkers, including a built-in work
education/information space with a library of books, an area for sitting, and a refreshment bar,
making the monuments work through both representational and practical means. Hirschhorn’s
duct-tape aesthetic of cheaply constructed built environments constructed by the expediency of
plywood, cardboard, tape, spray paint and other readily available materials is the same aesthetic
of his gallery and museum exhibitions. One example is the artist’s installation, Crystal of
Resistance (2011) at the 54th Venice Biennale that filled the Swiss Pavilion with a horror vacui
of tin-foiled displays of surplus items such as televisions stacked on pallets, rows of life-sized
Barbie mannequins, tall sheets of Polaroids, all framed in masking tape. The elements of plastic
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deck chairs and hanging white sheets with spray-painted slogans that festoon the Swiss pavilion
in Venice reappear in the Gramsci Monument, which came two years later. Hirschhorn’s
unpolished signature style is evident in all of the monuments, with each looking like a temporary,
kiosk-style construction.

Figs. 41, 42. Installation Views: Thomas Hirschhorn, Spinoza Monument (1999), Amsterdam
(left); Thomas Hirschhorn, Bataille Monument (2002), Kassel, Germany (right).
The first monument is to the17th century Dutch philosopher, Baruch Spinoza (16321677). Hirschhorn choses Spinoza not because he is an expert in Spinoza’s work, but because
when he first encountered Spinoza’s thought, it set him on his own path to come to love
philosophy as an intellectual pursuit. “I am passionate about Spinoza because reading his Ethics
had a real impact on me. I am passionate about Philosophy in general because I enjoy not
understanding everything” (Critical Laboratory 195). He encapsulates Spinoza’s Ethics in the
following way:
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Ethics is a powerful attempt to fight obscurantism and idealism, and today, more than
ever, we need to confront this. Reading Spinoza means insisting on a receptivity and
sensuality without the idea of a certain type of infinity. Spinoza presents a concept devoid
of transcendence and devoid of immanence. It is the subject without God. An active
subject, a subject of pleasure and leisure. A responsible, gay, happy, assertive subject. (91)
The life’s work of Spinoza, like each of the four philosophers, has made an impact on history
through the winning over of ways of thinking, one person at a time. Philosophy’s impact is huge,
but it is hard fought. While it is hard to quantify if the Spinoza Monument brings to life any of
these concepts for participants (it seems doubtful), Hirschhorn says of the Spinoza monument: “I
was surprised at how well-known Spinoza is after all. Although it raised questions, the choice of
this philosopher was obvious for the viewers” (Critical Laboratory 195). Spinoza is a native son
of Amsterdam and most of his philosophical work appeared first in the Netherlands, which
would account for a broad familiarity with his work. Regardless, Hirschhorn’s monuments are
part of the complex conversations among philosophers that occur over time and space.
Hirschhorn conveys his love of learning of being inside a rich conversation between
philosophers – something he puts in the realm of friendship and love: “I – as an artist – admire
how great philosophers are interested in and committed to other thinkers and how these
philosophers are the most able to explain with their own words the concepts of other
philosophers” (Critical Laboratory 91) Hirschhorn’s combining philosophy and love is
deliberate. In an interview on the Spinoza Monument at the Bijlmer Spinoza-festival in 2003, he
states: “But to me, the two terms ‘Politics’ and ‘Aesthetics’ are much more ‘negatively loaded’
than the others two terms ‘Love’ and ‘Philosophy,’ which are much more ‘positively loaded’
(Hirschhorn, Art & Research 8). All of the monuments are an attempt to bring the practice of
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philosophy into the real world to enact some core essence of philosophy through an artwork,
with real people. Hirschhorn’s focus on friendship as a means of making philosophy real hits on
the success of the artist’s committment to creating artworks where there is possibility for people
to enter into the world of a philosopher on friendly terms, without the artist already providing
answers.
The second monument, the Deleuze Monument, dedicated to the French post-structuralist
philosopher Gilles Deleuze (1925-1995), did not delineate a unique philosophical framework as
much as replicate the form of the previous one. However, what is notable is that the project met
with resistance from the residents of the housing project where it is situated from the outset. In
an Open Letter to the renters and residents of the Louis Gros Housing Project, Hirschhorn
defends his position to fight for the continuing run of the monument based on the issue of
ownership – that is, his ownership of the project as the artist: “I aim to shift the notion of ‘beauty’
in an aesthetic conception toward a thought, toward ideas, towards projects. But also, to make a
project outside city walls, far from the belle ville in ‘Greater Avignon’” (Critical Laboratory
211). Hirschhorn underscores the challenges the placement holds for the project to be outside a
normal art context by noting that outsider status was what is sought, rather than any organic call
for the project from the various locations. “This is an essential point for me. I am well aware that
this might provoke questions, rejection, and criticism. But my will as an artist is precisely to seek
a dialog, a confrontation” (211). At some point, the artist is acknowledging that his project is not
successful in the engagement of the residents to the thinking of Deleuze in any meaningful way.
The project rather is about the heroic artist inventing “a new and demanding work” forms of
philosophical art praxis in the public sphere. This is not an example of shared authorship of place,
however, because Hirschhorn alone speaks for the project.
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The claiming of universality, and the insistence on the recognition of authorship had the
effect of alienating the residents, not to mention fomenting resentment and a sense of being used.
The Deleuze Monument was not popular with the renters and residents of the Champfleury, and it
was defaced and looted. Not only did it attract vandalism, disdain and verbal abuse, but it also
gave rise to outright violence. In a letter to Hervé Laurent and Nathalie Wetzel who wrote to the
artist to say they were “traumatized” by physical assaults on them as they operated the art project,
Hirschhorn answered, “I don’t agree with you when you state that the Deleuze Monument
functioned as a trap or that you served as prey” (213). The strength of conviction that the
monuments are his art, comes through again and again in Hirschhorn’s writing and interviews. In
the same letter, he explains: “To accuse me of näiveté or even innocence is something I cannot
accept now. To accuse me of completely ignoring an explosive social situation, to accuse me of
having wanted to assess the gravity of the social fracture that society generates, is something I
cannot accept. For I have a utopia; that utopia is called the context of the world! In my artistic
project, I want to work on demonstrating this” (215). Hirschhorn’s position is antithetical to
place-as-medium art practice. The moments of rupture he wants to create are not ruptures of
place. The conflicts that occurred do not operate within the philosophical framework of the
monuments, but rather as a confrontation with the artist himself. Rather than a return to the
Dionysian, as Nietzsche would have us seek wherein the principium individuationis (or principle
of the individual), is shattered in a communal spirit, Hirschhorn remains very much at the helm,
and firmly seated in the Apollonian role of the artist-genius. In shared authorship of place, such a
position is impossible. Hirschhorn affirms his autonomy with another term he coins: “unshared
responsibility.” “We don’t call these works ‘collaboration’; we call these works created in
‘unshared responsibility.’” For him, the autonomy of the artwork does not negate his
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commitment to the joining of art and philosophy. As he says, “Unshared responsibility means
working in friendship” (70).
Although both the Spinoza Monument and the Deleuze Monument drew criticism before,
during, and after their installation, the most problematic of the first three was the Bataille
Monument in the Friedrich Wöhler Housing Complex in Kassel, Germany. In a similar way to
the previous two monuments being part of larger outdoor art festivals, the Bataille Monument is
a satellite project of documenta, which, as one of the largest profile art biennials on the
international circuit, is an established culture both for the art world and for the city of Kassel.
Locating the Bataille Monument inside Documenta 11 in 2002, therefore, was convenient, as
Hirschhorn had planned to use Bataille long before the invitation arose. The Bataille Monument
honors the French radical thinker George Bataille (1897-1962). Hirschhorn’s admiration for the
philosopher is longstanding. He writes: “I am a fan of George Bataille; he is at once a role model
and pretext. Bataille explores and develops the principles of loss, of overexertion, of the gift, and
of excess” (“Letter to the Residents of the Friedrich Wöhler Housing Complex (regarding the
Bataille Monument),” 225). The pretext of “loss, overexertion, the gift, and excess” is connected
directly to the overall curatorial vision of Nigerian born curator Okwui Enwezor, the Artstic
Director of Documenta 11 who presents a postcolonial critique of the excesses of Westerncentric, commodity-driven artworld by inviting a look “from outside in.” Wolfgang Lenk’s
exhibition essay frames the Bataille Monument as a reversal of projection: “The ‘foreigners’
were once the object of our gaze – now they are looking back” (“Retrospective,” Documenta 11,
2002) Adding a public housing project in Kassel as one of the sites of Enwezor’s Documenta 11
included the “so-called lower class of society” in the category of “the foreign” (“Retrospective,”
Documenta 11, 2002). Many of the problems were directly related to logistical hurdles, such as
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using two hired cars to transport visitors to and from the housing project outside of town that
frequently broke down, but most of the turbulence was due to friction with the residents and
Hirschhorn directly.
All of Hirschhorn’s monuments share the characteristic of not being rooted in place.
Therefore, they are not examples of place-as-medium art like the 12 Ballads for Huguenot House.
The monuments series is a franchise, and from an alien spaceship, they can land in any housing
complex in any land. In interviews and in writing, over and over, Hirschhorn maintains that the
locations need not be specific, even if the general settings (i.e., housing project) is determined
ahead of time. Finding a housing project as site makes Hirschhorn’s art accessible to participants
who normally do not visit contemporary art exhibitions on their own. Choosing low-income
housing districts is an expedient way to connect to a certain segment of society, and that worked
in some regards for Hirschhorn. However, without understanding the specificity of the housing
project itself with its own particular characteristics, the project remained an expedient one, and
was not grounded in place. The ideas of the project, therefore, were also not grounded in place.
Like an earlier project, Skulptur-Sortier-Station (1997), a kiosk in Paris erected in collaboration
with the Centre Pompidou, the artist seeks a “non-place.” He states: “I’ve also looked for a
location that’s a nonplace. A nonplace is a place I can or must go to, for a reason which has
nothing to do with the town’s geography or history” (190). He continues: “I have come
determined to make sculptures and to show them to visitors and to people who live [there]. I
don’t want to relate to anything that has to do with the town; I think that would be pretentious. I
need a location that makes it possible for my work to be seen day and night, seven days a week,
and also a location that could just as well be somewhere else, in another town or another country”
(190).
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The values of universality and non-exclusion inform Hirschhorn commitment to
autonomy in art, but the commitment also reveals its inherent capacity for friction. Throughout
the correspondences and short essays included in the artist’s collection of correspondences,
Critical Laboratory, it is evident that many of the conflicts the artist recounts are due to the
artist’s insistence of the autonomy of the artwork. Autonomy includes the autonomy of the artist
to carry out the project as well as the autonomy of the artwork in the Kantian sense. In part five
of his text Bataille Monument (2002) titled, “The confrontation with and through the Bataille
monument,” Hirschhorn makes his conviction clear not only that he believes art is autonomous,
but that because of art’s autonomy, it ought to be confrontational: “The Bataille Monument was
an assertion, an assertion that the autonomous work of art has to struggle to be able to exist in all
situations, in all environments” (“Bataille Monument”). Another important factor for Hirschhorn
is that his art is “universal” and “non-exculsionary.” The universal equates to “anywhere” and
the non-exclusionary equates to “everyone.” As we have seen in chapter two, however,
especially in relation to Mark Augé’s discussion of non-place as an “ambiguous place in which a
person experiences a mix of pleasure and uneasiness of self-suspension” (Augé xviii), the refusal
to allow the project to spring from its rootedness in an aesthetics of place is a hindrance to
promoting a true shared authorship of place.

5.4 Nonappearance of place in Thomas Hirschhorn’s Gramsci Monument
The culmination of all of Hirschhorn’s monuments, and also the most developed, is
undoubtedly the Gramsci Monument in the Bronx, New York from 2013. It is also the project
where the artist launches the concept of “unshared authorship.” Hirschhorn’s concept of
“unshared authorship” is that he, the artist, retains 100% ownership over the project, but that
anyone else can claim 100% ownership of their participation in the project. He states:

232
In making my work in public space and, furthermore, in making works involving
residents on location, I am confronted by the question of ‘authorship.’ Consequently, I
want to propose a new kind of authorship: Unshared Authorship. This means that I, the
artist, am the author of the Gramsci Monument; I am entirely and completely the author,
regarding everything about my work. As author – in Unshared Authorship – I don’t share
the responsibility for my work, nor do I share my own understanding of it. That’s why I
use the term “unshared.” (Rethinking Marxism 7)
Unlike works of art that appear in exhibition spaces in which the artist has sole authorship, such
as Crystal of Resistance (2011) at the 54th Venice Biennale mentioned previously, in the
monument series the site is in the public sphere. When the artwork is embedded in the world,
extensive cooperation among many stakeholders – the supporting arts organizations, the
residents, the workers and staff, and the participants – is required. By coming up with a different
concept for authorship, Hirschhorn acknowledges that this type of project is in fact different
from his more traditional art practice that takes place within the art apparatus on the one hand
and in public on the other. The project requires cooperation of participants to enact and bring
forth the friendship of art and philosophy by bringing to life the various philosophical
frameworks that is the “work” of the artworks of monument series. The “work” of the artwork in
the Gramsci Monument is the formation of what can be called a new friendship with Gramsci’s
ideas and the residents that involves the artwork, the artist, the participant, and art, as laid out by
Heidegger in the Origin of the Work of Art essay that we discussed in chapters two and three. For
the Gramsci Monument project to work autonomously as designed by Hirschhorn, it requires
buy-in, participation, and genuine creative-intellectual artistic educational manifestation. The
project is not stand-alone, of course, and Hirschhorn acknowledges the shared nature of the
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project. The structure is open so that anyone else who takes responsibility for the work can claim
authorship as well. There was a group of senior women who were present at the monument every
single day. Hirschhorn aligns the concept to multiplicity, not division. If people take
responsibility for their own understanding of the work and their own place in it, then Hirschhorn
grants that anyone can also be author, “even when I am not the ‘author’” (7). In many ways,
Hirschhorn’s definition is a clever way to bypass some of the obvious definitions and parameters
of public participatory art while maintaining the autonomy of the project as art – with Hirschhorn
as the sole author – even where the project hits the real in terms of real problems on the ground
as happened in dramatic ways in reality.
The Gramsci Monument enacts Italian philosopher Antonio Gramsci’s mid-twentieth
century call-to-arms of overthrowing hegemonic systems through intellectual empowerment of
the everyman. Bringing the values of Gramsci’s thought to life in a working monument to
Gramsci through artistic education is done in order to, in Hirschhorn’s words, “give form to the
human capacities of self-decision, of self-authorization, of self-determination, and of
emancipation” (5). Far more than in the other monuments, Hirschhorn set up multiple
frameworks by which to implement Gramsci’s philosophy throughout the programming of the
monument. Examples include ground-up philosophical education with weekly lectures on the life
work of Gramsci by some of the world’s leading experts on the subjects who flew in each week.
There was also a weekly play put on to translate the ideas more easily. The library and the
Gramsci exhibition display were more extensive than in the other projects, and the summer
activities included happenings within the open-air construction inside the Forest Houses project’s
communal park area.
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Figs. 43, 44. Installation Views: Thomas Hirschhorn, Gramsci Monument (2013), Forest Houses,
Bronx, New York.
As a participatory art project, the artwork functions on many levels; however, it is the
question of authorship that is centrally considered here. Unlike the previous three monuments,
inside Forest Houses the Gramsci Monument loses any reference to a traditional monument in
the public square, at least visibly, as the artist choses to foregoe a likeness to Gramsci other than
a loosely spray-painted portrait next to the philosopher’s most famous quote “Everyone is an
Intellectual” on a white sheet hung above the structure. The saying, “Every human being is an
Intellectual” appears twice – in English and in Spanish. The quotations serve as inspiration for
anyone, but they are also a form of territorialization, imprinting Hirshhorn’s imprimatur to all
who pass. The project, afterall, is imported. And serial. Not everyone who encounters the project
necessarily knows these facts, but in making judgments about Hirschhorn’s project in terms of its
place in art history and aesthetics, it is necessary to take them into account. Another banner reads:
“Quality should be attribted to human beings, not to things” – Antonio Gramsci, Prison
Netebook 1. The slogans were formal elements of the work, but they were not the self-
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expressions of the residents of Forest Houses. The banners underscore the unshared authorship of
the work.
Many more spray-painted quotations on sheets hang across the site capturing what the
artist most wants to amplify about the main ideas of the philosopher. A prominent one that is
strung from a tree reads: “I live. I am a Partisan. That is why I hate the ones that don’t take sides.
I hate the indifferent.” – Antonio Gramsci 1917. Hirschhorn lives the sentiment. He is
confrontational. He defends his position passionately. The question is, must expressions of a kind
of “partisanship” be indifferent to the residents and participants? If the project is Hirschhorn’s
and he is a partisan, then are participants partisans as well? The artist, under the concept of
unshared authorship does not give the project over to shared authorship of place that is elemental
to place-as-medium. The insistence on autonomy drives the reality of unshared authorship for
Hirschhorn. On one hand, Hirschhorn says that everyone is an intellectual, but he alone defines
how one functions as an intellectual in the living monument to Gramsci. The hegemony becomes
distributed, but someone is making the decisions. Hirschhorn cries “I need your help,” but not in
setting up the revolution, but to make his artwork successful in the way it is designed. An area
where the disconnect of shared authorship is visible and where Hirschhorn rejects a true
grounding of his project in the specific reality of its location is reinforced in his rejection of art as
having a function of social work. He writes: “I am not a social worker; I am not trying to revive
this neighborhood” (366). It is implausible that Hirschhorn’s motivation is devoid of any intent
to bring improvement to the lives of the people of Forest Houses, however. He is trying to make
lives better by encouraging an encounter with philosophy and art. The gesture towards
emancipation from economic and social underprivelege is made through an extending of
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friendship and presence of the artist, something he learned from mistakes of the earlier
monuments when he was often off-site.
Circling back to the broad question of authorship in contemporary art practice in the
public sphere such as Hirschhorn’s monuments series, Hirschhorn is continuing the leftist
philosophical project at the core as a messianic program. As a way to understand this claim, it is
possibile to bring back Benjamin’s essay on the artist as producer as it relates to tendency.
Hirschhorn’s defense of re-reviving Gramsci’s call to “everyone is an intellectual” as a project of
unshared authorship is fundamentally of repetition of Benjamin’s defense of the utility of
tendency for the author within class struggle. Hirschhorn is trying to make philosophy relevant
by making his monuments ostensibly for the people, but he nevertheless remains the philosopher
in the driver’s seat. Benjamin’s concept of the author as producer as it relates to this project is an
advocacy of the autonomy of the author and of the artwork, very much in the vein of Hirschhorn.
None of the participants from Forest Houses or even the art audience who made their way to the
Bronx can be producers in the way Benjamin conceives the artist as producer, even though
Hirschhorn claims that anyone can have 100% ownership of it if they choose to take 100%
responsibility. By reframing unshared authorship as sovereignty within the aesthetics of place,
then the project can finally be released from the authority of Hirschhorn as author alone, but only
when place-as-medium holds sway. It becomes clear in this case that Bakhtin’s dialogical model
is better capable of connecting unshared authorship with a greater project of place-as-medium
whereby there is a truly demonstrated shared authorship of place, specifically in the Gramsci
Monument at Forest Houses that was not at work at any of the earlier monuments.
The criticicisms of the project in terms of shared authorship of place of the kind of
framework advocated for in this dissertation do not negate the transformative impact of the
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project both on the lives of individuals and on the larger community of Forest Houses. There are
widely reported and numerous personal anectdotes to support the actuality of the positive impact
of “unshared authorship” that Hirschhorn sets up. Notable examples include Eric Farmer, the
president of the Forest Houses Resident Association, Yasmil Raymond, the curator from Dia Art
Foundation, the cultural sponsor of the event, among others. In an article published a year after
the project, one of the participants, Lexie, added comment to a blog: “Real relatioships were built,
and real good and I am certain life-changing experiences were had. Not by everyone, no, but
more than the average work of art” (Kimball).134
The success of the project in terms of art historical significance, philosophical praxis, and
in the aesthetics of place, in my opinion, is accomplished through the enactment of philosophy as
friendship, one of the stated but lesser known goals of the project. On the side of art and
philosophy, Hirschhorn frames his monuments as a friendship between art and philosophy. He
writes, “philosophy is only conceivable to me as friendship, as a movement parallel to art, a
friendly movement in the same direction” (Critical Laboratory 70). There is an expectation of
engagement with philosophical thinking, as even bringing in the value of unshared authorship
already assumes that participants can gain entrance to the field of philosophy. It is impossible not
to gain simple exposure to an obscure thinker by encountering an artwork so visible, especially
in the lively and ongoing events and controversies over many weeks in the case of the Gramsci
Monument that entirely occupied the open park inside the buildings. The messages from banners
hung from windows and trees are likewise impossible not to ingest.
To look at the issue of Sovereignty as a feature of friendship is one possible way to
access Hirschhorn’s landing on unshared authorship as the motif and the aesthetic thinking
gesture of the Gramsci monument. Hirschhorn’s insistance on 100% ownership is a claim to his
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own sovereignty, but his advocacy that anyone else can also claim 100% ownership of
authorship also recognizes the sovereignty of others. The coeexistence of both in relationship –
or more specifically as being sovereign within relationship has echoes of Heidegger’s concept of
“letting be” in the space of art within the aesthetics of place. Presenting the Gramsci Monument
as a friendship between philosophy and art is different than setting up the project as
philosophical education, even though both are pathways to individual intellectual growth and
freedom through engagement with philosophy and art. In friendship, sovereignty is respected:
“There is no space, no will, and no temptation to neutralize the other. This is friendship. This is
working in friendship” (90). Friendship is a relationality whose primordial origins can be tapped
and nourished in the co-process of building a caring, symbiotic world. Friendship underlies the
unbreakable bond of a twin.

5.5 Towards a Shared Authorship of Place in John Preus’ The Beast
The third and final project of this chapter, The Beast, by Chicago artist John Preus will
serve to solidify the case for shared authorship of space in place-as-medium. I assert that John
Preus’ The Beast project sets up the possibility for shared authorship of place out of its
grounding in locality and its granting to the public the openness to co-create an artwork in the
radiating relationality of community itself. The power of an artwork to create a space for shared
authorship – in the case of The Beast in two successive iterations – is the capacity to return to the
public what is public through the shared authorship of its making. The Beast, therefore,
exemplifies the ultimate kind of contemporary art project advocated for in this dissertation:
artwork working through a philosophical praxis of place-as-medium through a shared authorship
of place.
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The Beast (2014) in Chicago is an artwork working through place-as-medium because it
utilizes existing conditions “of place” as its ground for thinking. Through the power of shared
authorship, the artwork mobilizes art’s capacity to shift epistemic conditions. Preus’ monumental
sculpture in the shape of a bull is made from parts of discarded desks, chairs, and chalkboards
from a massive closing of public schools in 2013 from the same neighborhood as the Dorchester
Projects in Hyde Park (Preus, “Infinity Games” 6). Preus reclaimed them before they were to be
transferred to the city landfill. In the same spirit of renewal as Theaster Gates’ Dorchester
Projects and the Huguenot House, both of which Preus was an integral part as the lead builder,
the furniture and remnants of the closed elementary schools of the troubled district are infused
with new life as building materials for a new artistic shape. The Beast is buttressed by an internal
skeleton of chalkboards and raw lumber, which is covered by a felt hide from which the Beast’s
horned head gazes indifferently inside the large gallery. The massive form in a large and airy
space has a hidden door in its flank that leads to an expansive, softly lit space inside the Beast’s
belly. Furniture fragments can be found in the interior molded into whimsical new rocking chairs
and stools, repurposed as seating and movable to be gathered for talks or edged into nooks for
quiet reflection. Using the remnants of classrooms to build what amounts to a very cool fort
inside a community art center is a way to put back into use what had been put out of use by the
socio-economic demise of a once proud district of a great city. How can it be that the chairs still
hold the epistemological ghosts that once held that place together? What does it mean to return to
the public what is public?
Like 12 Ballads for Huguenot House and the Gramsci Monument, John Preus’ ongoing
project The Beast is an example of philosophical praxis of the artist-philosopher. John Preus is an
artist, master builder, musician, and essayist. The philosophy discussions within The Beast the
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artist set up in Chicago with W. J. T. Mitchell and Simon Critchley during the exhibition’s run in
2014 speaks to his commitment to slowed-down thinking and deep philosophical inquiry. While
the philosophical conversation around the Chicago Beast often framed the bull as a sacrifice, the
conversation also touched on topics of long-term concern to the philosophers – death and
capitalism in the case of Critchley, and the image in the case of W. Mitchell.135 Preus takes his
place in the conversation, but here he is the artist-philosopher, and The Beast having a voice as a
companion.
Beyond place-as-medium, however, The Beast is a work of shared authorship of place
made of the Hyde Park neighborhood in the South Side of Chicago, of its lost spaces for
community, and of the promise for something different. In the almost four months of its
celebrated existence, The Beast was a gathering place for a diverse range of people of all ages. A
garage door opening up to the sidewalk allowed for the space to literally spill out into the street.
Unlike the Gramsci Monument that was completely programmed by Hirschhorn, Preus left the
scheduling of the activities inside The Beast completely open. The community-led programming
is a central tenet of the piece. In fact, the only criteria the artist insisted upon was that the
activities all needed to be open to the public. Over the run of The Beast, participants such as
families, teens, social organizations, art world travelers, philosophers, musicians, and community
groups bypassed the usual barrier to entry to an art institution and brought new life to Hyde Park
Art Center with different activities, events, and uses. The artwork opened up space for a sense of
belonging to the community that had been missing before. The Beast defines shared authorship
of place. That essence is what Heidegger writes in Art and Space as “being grounded in locality.”
The space of art of The Beast is not simply the technological/physical space beneath the felt hide
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of the interred Chicago bull. The Beast is the authoring of a new public within the sheltering and
opening space of art, shared by all things gathered together in that process, human and beyond.
We have already encountered Preus. He was the lead creative builder of the Huguenot
House in Kassel as part of dOCUMENTA (13). He worked with Theaster Gates on the
Dorchester Projects for many years prior to joining Gates’ project in Germany. After returning
home to Chicago after the summer in Kassel where he lived with his family in the Huguenot
House during dOCUMENTA (13), Preus made a break from Gates and has since gone on to do
independent projects. In an interesting way, one wonders if the parting could be about the issue
of authorship.136

Figs. 45, 46. John Preus, Beast (2014) artist rendering (left); Installation View: John Preus, Beast
(2014), the artist with philosopher Simon Critchley, 2014.
The knowledge embedded in the elementary school furniture has a linguistic element that
speaks to loss, but the pathos goes beyond language. The chalkboards, chairs, and desks are
objects after all. Those objects are from a particular place in a specific cultural state of mind,
where the Chicago School Board voted 6-0 to close 49 public schools, displacing 12,000 people
in total, disproportionately in minority districts in the South and West.137 Similar to W. Mitchell’s
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assertion that foundational knowledge of places is not representational, Preus’ statement with his
choice of materials is that his artwork is made on foundational ground. There is no figure/ground
problem, as we looked at in chapter four with the Occupy encampments. The assertion of Otto
Neurath, quoted by W. Mitchell in his keynote lecture at dOCUMENTA (13) that generating the
ground of meaning is similar to repairing a ship at sea. We can make a similar claim with The
Beast. Instead of the repair of a ship, however, the repair of the neighborhood is instigated by an
artwork formed from the hundreds and hundreds of classroom chairs about to be dumped and
forgotten. They no longer speak to the empty fortunes of a once-thriving community that no
longer supports blocks of families raising children. What was discarded has found a new use.
In philosophical terms, it is helpful to think of The Beast is a work of bricolage, or artistic
remaking of what is at hand, a concept that forms the basis of a famous debate among
philosophers about the mythopoetic power of objects. The tables and chairs remade into The
Beast are like pieces of cloth fabricated into a quilt, and because the pieces of bricolage are
grounded in locality, the artwork works through the aesthetic thinking-praxis of place-as-medium.
The bricolage of The Beast holds the trace of the broken bonds of community, but also its hope.
With The Beast, Preus, as the philosopher-bricoleur, steps into the famous conversation between
philosophers Claude Levi-Strauss, Jacques Derrida, and Deleuze & Guattari. Levi-Strauss,
initiating the dialogue in his1966 book The Savage Mind, offers an anthropological analysis of
so-called primitive society as different from the modern world by positing that before modernity,
the fabrication of culture brings together magic and technology. He states: “art lies half-way
between scientific knowledge and mythical or magical thought” (Levi-Strauss 17). Importantly,
Levi-Strauss calls the newly constructed material “an object of knowledge” (17). He states that
the tools of the savage are both “finite” and “heterogeneous” and therefore the object of
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knowledge is “the contingent result of all the occasions there have been to renew or enrich the
stock or to maintain it with the remains of previous constructions or destructions" (17). The
Beast is more than an object of knowledge – it has its own life beyond the story of the closed
down schools.
Derrida, in his 1970 response to Levi Strauss in his essay, “Structure, Sign, and Play in
the Discourse of the Human Sciences” concludes that “bricolage “is the critical language itself”
(Writing and Difference 278-294). Derrida challenges Levi-Strauss’ assertion that the difference
between the bricoleur and the modern engineer is that the objects put into new use by the
bricoleur contain a “mythopoetic” power absent in the engineer’s material that is purely efficient
and direct. Derrida says that the repurposed objects, rather than carrying forth their magical or
mythological power, simply carry forth the dance of language itself. He writes: “In effect, what
appears most fascinating in this critical search for a new status of the discourse is the stated
abandonment of all reference to a center, to a subject, to a privileged reference, to an origin, or to
an absolute arche” (Writing and Difference 278-294).” In Preus’ 2013 essay, ON LOVE AND
LABOR: thoughts that accompanied the making of a table,” the artist advocates for Derrida’s
position in on the philosophical debate:
Levi-Strauss damned bricolage as mythological and irrational thought, in contrast to the
engineer. Deleuze and Guattari described it as the general mode of thought for a
schizophrenic. I prefer Jacques Derrida’s statement: “If one calls bricolage the necessity
of borrowing one’s concept from the text of a heritage which is more or less coherent or
ruined, it must be said that every discourse is bricoleur.” (Proximity)
The forgotten stash and its epistemic ghosts of the ever-evolving foundational knowledge is what
Neurath calls “imprecise verbal clusters” that are “somehow always part of the ship”
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(McElvenny 162). Like the sailors who have to repair what needs repairing out on the open sea
with what is at hand, the artist makes place anew with the remnants of what the place has
become. Such epistemology is not metaphysical; however, the deep knowledge contained in the
materials of The Beast that are put to use to make new stories are the very material of the
aesthetics of place. The Chicago Beast was beloved, and is no doubt missed; and its aura remains
in the Hyde Park Art Center, fanning out to Hyde Park in general and rippling throughout the
city and beyond.

Figure 47. Installation View: John Preus, The Beast: Herd Mentality. Montserrat College of Art,
Beverly, MA, 2018.
The Beast’s mythopoetic spirit is carried into its second life when the artist allowed for
the project to reappear again in an entirely different context. This second venture, I contend,
takes contemporary art practice of shared authorship of place to yet a deeper level. The second
iteration of The Beast came to Montserrat College of Art in Beverly, Massachusetts on Boston’s
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North Shore in the early spring of 2018. Its title, The Beast: Herd Mentality (2018), announces
the artist’s intention to take the Beast into the political realm by asking those who enter its
aesthetic space consider the experience through their own relationship to Herd Mentality, a
pervasive attitude affecting culture in 2018. Preus saw an urgent need to confront the destructive
discourses that contribute to the fracturing of society where groups of people are cordoned off in
information silos that prevent authentic civic discourse from happening.

Figs. 48, 49. Installation Views: John Preus, The Beast: Herd Mentality. Montserrat College of
Art, Beverly, MA, 2018.
Whereas Chicago’s Beast is made from elementary school chairs and desks, the Beverly
Beast is built out of chunks of three old wooden boats from a nearby shipyard carrying the
historic past of the region’s wooden boat building tradition and the memories of the tens of
thousands of schooners, buccaneers, and fishing vessels that passed by its shores from the
earliest days of colonial New England. Preus worked mostly alone in a Herculean feat of piecing
together the boat fragments into a massive structure that is equal parts exterior and interior. It
was up to the visitor to enter The Beast by either of the two side-by-side doors of the gallery, one
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leading to a view of The Beast from the outside or the other to enter the belly of The Beast. The
exterior side presents a massive ship’s flank overseen by a wooden-browed head of a bull. The
inside space is a playful gathering space complete with stools, a swing, a rocking chair, and a
ladder to a crow’s nest/viewing platform that lets one peer out behind the horn and see who is
looking in from the other half of the gallery. Both sides activate a shared sense of belonging
between the art school and the greater community. The sculpture’s material form brings a
mythopoetic life back to the three boats put out of use.
The boats had names: Synchronicity, Ollie M., and Nickelmore. Their forms were made
for particular uses, for example, Synchronicity was a black Mackenzie Cuttyhunk bass boat made
with low gunnels for catching fish in the waters of the Elizabethan Islands off Woods Hole.
Preus used those pieces for fine detailing – their black and red pieces became the furrowed brow
above the eyes, and the delicate bow was turned into a swing that hung from the wooden skeletal
structure on the inside. The Ollie M. was a Friendship Sloop in its sailing days, and the broad
green and white boards became The Beast’s flank – weathered on the outside, but soft and warm
on the inside. The marine bronzes were extracted and forged into necklaces offered as kudos or
prizes; the riggings fashioned into art objects to adorn the walls of the gallery. Art possesses a
power beyond language. Recalling Levi-Strauss’ connection between science, myth, and tools,
The Beast as bricolage allows us to again ask about epistemic ghosts. Boats hold ancient
knowledge of alchemy such as the mysterious formulas of copper and bronze discovered so long
ago. Another excerpt makes explicit how the Beverly Beast is an object of knowledge, and also
how it extends the question of myth as a process of realizing that their demolished stories never
go away – the just find new uses.
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The shift in materials from the warehouse stash of desks to the new material of the three
boats allows for a shifting of subjectivity that is more introspective of what is happening at the
local level in people’s individual mindsets because it is resituated in a coastal town in the
Northeast. The shift from art center to art school is significant as well. Finally, with the artist’s
titling of the project Herd Mentality, participants are expressly asked to contemplate their own
adherences to beliefs that separate them from anyone not of their own “herd” – not just anywhere,
but inside an artwork as a strange animal-shaped sea ship.
Like no other project before it, Preus’ The Beast: Herd Mentality created a cooperative
space for art enjoyed equally by art students and the public, thereby strengthening the city as an
art city. The project’s critical stance to examine “Herd Mentality” in today’s culture is the
opportunity for people to enact new ways of being in the world together that rejects the
separation of like-minded people from others with different points of view. The project, same as
in Chicago, came with a mandate for an open call for public programming. There were countless
events run by the Montserrat community, including lectures and social events. Many faculty
incorporated The Beast into their spring syllabi. Students responded to the artwork in paintings,
drawings, animation, video, photography, sound, and performance. Classes from all departments
booked times in the Beast as well as visits with the artist while he was in residence.138
The shift from normal gallery programming came with the very far reach of the public
call for projects, which expanded the school’s reach into the surrounding communities to an
extent never seen before. Groups of people who had never visited the college were invited into
the intimate space of The Beast with a suprising diversity of audiences. There was a social justice
meeting that featured zen meditation, there was a special tea ceremony put on by a local tea
merchant that included a historical lecture on the China trade. Three pairs of philosophers in
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three different conversations with the curator Leonie Bradbury that invited deep thinking in
playful ways. Some of the most magical moments happened in concerts, from a surpise classical
guitar performance of a musican headlining at the local Cabot Theatre and accompanied by a
flamenco dancer the night before the official opening who was a childhood friend of the artist
from suberban Minneapolis; to a modern dance performance accompanyied by a violin virtuoso;
to a concert by two students on electric guitar with a multi-media video accompaniment. Other
offereings included yoga, a fancy dinner, counseling, wellness events, a faculty variety show,
and so much more. When the project was gone, however, what was most missed was the quiet
gathering space that became a hangout spot for the students during down times. The project is a
second and powerful example of shared authorship of place being a collective act of returning to
the public what is public. The Beast changed the school, to borrow from W. Mitchell, who says
in his book What Do Pictures Want? that images “refunction our memories and imaginations,
bringing new criteria and new desires into the world” (92). Beyond the image, as an activity, but
more importantly as a new form, The Beast changes how a school can think, see, and dream by
enacting a new shared space of community together.
In the artist’s self-assessment of his artistic project, Preus says that he is trying “to build a
new kind of cathedral.”139 If we can claim that The Beast is a cathedral: it is a cathedral built in a
shared authorship of place. The Beast achieves in physical manifestation what Agamben calls for
in Supreme Music because the new ground for thinking comes through shared authorship of
place. It is a fulfillment of the promise of the dialogic beyond the constraints of language alone.
The aesthetics of place is deeper in an originary sense. Shared authorship of place goes far
beyond artist and participants: it acts deep within the radiance of aesthetic phenomena itself
through a poetic remaking of thinking-through-place.140 In place-as-medium, shared authorship
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of place is not only possible, it the imperative of our time. Whether as a love song from one
building to another within the play of places of dOCUMENTA (13), or as unshared authorship in
the Gramsci Monument, or within the belly of The Beast, place-as-medium is art that makes us
think from the inside of what matters. The leap to transform our art institutions towards place-asmedium will take courage. As Jung said, if one dreams of a charging bull, “the best stance would
be. ‘Please come devour me’” (Children’s Dream 19).
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CONCLUSION
Place-as-medium as an art practice can change the way we think. We find ourselves in a
precarious time when there appears to be a widespread crisis in thinking - in our schools, in our
economic systems, in our political structures. There is not an ecosystem on earth that is not
affected. At the same time, there are efforts everywhere to shift that thinking, away from harm
into a state of better wellness. Perhaps the reasons are that, on a deeper level of consciousness,
the metaphysical way of thinking is no longer sustainable, and the ground is fertile for a new
thinking to emerge.
This dissertation has proposed that place-as-medium can be championed as a mode of art
making that offers a way to begin to repair what needs repairing through a shared authorship of
place that puts forward an ethos of care. Clear examples of the mechanism of shared thinking
through place have been seen throughout this dissertation. Alfredo Jaar’s public installations in
Montreal, Dallas, Skoghall, and the Turku archipelago launched projects that enabled a mutuality
of thinking in their situatedness as public art interventions. With Jaar’s Lights in the City,
Montreal residents are forced to reconsider homelessness as a visibility. The town of Skoghall
collectively experienced the loss of not having a cultural institution in their town that they had
not noticed before. Carolyn Christov-Bakargiev’s dOCUMENTA (13) pushed forward the
possibilities of reimagining the role of art in changing thinking in much more expansive
collaborations by grounding thinking in locality as the play of places. The examples in chapter
five of Theaster Gates’ 12 Ballads for Huguenot House as an expression of Supreme Music and
John Preus’ The Beast as a space of art that makes us think together from the inside are examples
of what is possible at the scale of the local. Each artwork is its own thinking gesture. The
artworks land us in the inside of what matters in our world so that we can, in caring ways,
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reposition our positionality and reconfigure our space and rewrite our future by finding new
ways to tell our past. It is time for art to set sail on a new course towards a shared authorship of
place.
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ENDNOTES

For a description of Alfredo Jaar’s Rwanda Project, please see: https://art21.org/read/alfredojaar-the-rwanda-project/.
2
Aesthetic thinking is broad and involves perception of what comes to us externally through the
senses (as opposed to internal reason and understanding). “Thinking through place” as discussed
here is more specifically connected to poetic thinking within the aesthetics of place.
3
See the two essays, Nato Thompson, “Living as Form” and Claire Bishop, “Participation and
Spectacle: Where are we Now? in Thompson Living as Form, pp. 16-33 and pp. 34-45.
4
A return to originary thinking at the completion of Western metaphysics is the project of Martin
Heidegger’s Contributions to Philosophy, a work that was first published in English in 1999, and
which has recently received much scholarly attention. See chapters 3 & 4 in Scott, Companion.
See also, D. Vallega-Neu, Heidegger’s. The ways in which place-as-medium informs
Heidegger’s Contributions to Philosophy will be proposed in chapter two.
5
Examples of 9-channel video installations include Isaac Julien’s Ten Thousand Waves (2011)
and Ragnar Kjartansson’s The Visitors (2012). In 9-channel video installations, viewers are
immersed in a visual, sonic, and narrative experience by navigating a large room with 9 large
two-way screens to take in the action in a personal way.
6
Figures such as Bruno Latour are calling for change in the way we imagine the earth, not as an
object to be imagined objectively from the outside, but as an interdependent entity of mutual and
symbiotic relationships that supports life within a Critical Zone to be represented “inside.” Two
international art exhibits that demonstrate this effort that Latour is part of the organizing
structure are Taipei Biennial 2020 in Taipei, Taiwan from 11/21/20 to 3/14/21,
https://www.taipeibiennial.org/?lang=EN; and “Reset Modernity,” exhibit at ZKM | Center for
Art and Media Karlsruhe, https://zkm.de/de/ausstellung/2020/05/critical-zones
See also, Fieldguide: “Critical Zones Observatory for Earthly Politics”:
https://zkm.de/media/file/en/2016-zkm-reset-modernity-fieldbook_e.pdf.
7
Examples of Jaar’s projects that specifically critique the image include his most famous
memorial, The Geometry of Science (2013), an underground memorial at the Museum of
Memory and Human Rights in Santiago, Chile in honor of the victims of the 17-year military
regime of Pinochet in the artist’s native country. The artist has done several projects that lay out
series of magazine covers to show an absence of truth, such as Searching for Africa in LIFE
(1996) that displays all the covers of LIFE magazine from 1936 to 1996 to show how Africa is
largely invisible in the magazine’s coverage of the world.
8
In The Future of the Image, Rancière lists examples of the unrepresentable image: Moses’ ban
on representation, Kantian sublime, Freudian primal scene, Duchamp’s Le Grande Verre (Bride
Stripped Bare of her Bachelors) (1915-1923), Malevich’s White on White (1918), and the Shoah
(109).
9
One of the key figures of the genocide is wealthy businessman Felicien Kabuga who is
responsible for distributing 100,000 machetes. He owned the radio station Radio Télévision
1
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Libre des Mille Collines that broadcast the coded message “cut down the tall trees” that started
the slaughter (Namu 2020).
10
According to Jim Fussell, “The entry for ethnicity on ID cards was retained after Independence
in 1962. Before April 1994, about 85% of the population were Hutu, 14% Tutsi, and less than 1%
Batwa (Twa).”
11
The problem lies with imitation. If the poet imitates fear without knowing the true form of fear,
for instance, then the populace, who is even less equipped to distinguish it, will not properly fear
death and therefore will not perform as proper guardians of the city. Plato illustrates the problem
with mimesis in the example of tragic poetry imitating a hero “in a state of grief and making a
long speech of lamentation, or even chanting and beating his breast” (The Republic 310). In the
enjoyment of the imitation, Plato warns, one can be “led unawares into becoming a comedian of
your own life” (311). Plato asserts that only the philosopher-king, after rigorous education and
training, can properly measure the true good – as it is in the world. Only philosophers have
acquired a level of true knowledge to “imagine” and build a just society that offers the best hope
for happiness for the greatest number of individuals. Artistically produced forms, in Plato’s
estimation, set dubious ethical standards, and therefore any form of mimesis should not be taken
as a model for living. For this reason, Plato excludes mimetic art from the ethical realm of
images.
12
Plato, in Book II of Laws, explains the function of the chorus is for education of society.
Choral competitions are judged by those most wise and just: “education is the constraining and
directing of youth towards that right reason, which the law affirms, and which the experience of
the eldest and best has agreed to be truly right. In order, then, that the soul of the child may not
be habituated to feel joy and sorrow in a manner at variance with the law, and those who obey
the law, but may rather follow the law and rejoice and sorrow at the same things as the aged-in
order, I say, to produce this effect, chants appear to have been invented, which really enchant,
and are designed to implant that harmony of which we speak.” See also (Ley 50-51); and
(Farrington, Eye and Mind 5-7).
13
In The Critique of Judgement, Kant asserts that fine art is the art of genius (140). (See § 48,
“The relation of genius to taste,” and § 60, “On the method of taste,” (140-142; 182-183).
14
In The Future of the Image, Rancière frames the aesthetic regime in contradistinction from the
representational regime. He writes, “The destruction of the representative regime does not define
some finally discovered essence of art as such in itself. It defines an aesthetic regime in the arts
that is a different articulation between practices, forms of visibility and modes of intelligibility”
(76).
15
I draw from Jacques Rancière’s reading of Jaar’s The Eyes of Gutete Emerita in his book The
Emancipated Spectator, and Gianni Vattimo’s analysis of Jaar’s Rwanda Project in Art’s Claim
to TRUTH.
16
Kant explains the supersensible “as principle of the ends of freedom, and principle of the
common accord of these ends in the moral sphere” (Kant Critique of Judgment 174). In
analyzing Kant’s model of aesthetic judgment, philosopher Carl Jaspers imagines two stems
(understanding and reason) held up by the same root (supersensible) (Jaspers 27).
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An example of an artwork that sets up a particular kind of thinking as “riverbed-ing,” is an
installation by Olafur Eliasson discussed in an on-line talk with Robin Kelsey (Tues. March 23,
2021, Harvard University via Zoom), Olafur Eliasson asks, “what is the agency, hospitality of a
riverbed?” In the exhibition, Eliasson brings in a meandering river into the gallery, complete
with the rocks and topography of the distinct riverbed in Iceland that is very familiar to the artist.
https://vimeo.com/528998839. Accessed 20 November 2021.
18
Chapter two will discuss the concept of the ground for thinking as developed in Martin
Heidegger’s Contributions to Philosophy.
19
Kant’s solution to the mysterious riddle of the transition from theoretical to practical thinking
is found in the sensual experience of pleasure or displeasure in a universally valid reflective
aesthetic judgment of taste. See Critique of Judgment, § 57, “Solution to the antinomy of Taste.”
20
In light of today’s globalized world that recognizes vast differences in artistic traditions and
practices in a multi-cultural world, universal claims to Kantian judgements of taste no longer
hold true.
21
Hegel, as well, is useful to Rancière’s theory of the unrepresentable because he goes beyond
Kant’s focus on how representation of form acts on the mind, to consider the way art holds
knowledge “at the highest aspirations” of an entire society, and how meaning of art changes over
time depending on a developing world-consciousness. Hegel’s theory of “the end of art”
considers the limits of representation to uphold the highest aspirations when art becomes ironical.
In Hegel’s words, “art has to serve for moral ends.” Once ironical, art is no longer adequate for
moral ends. Hegel’s forecast of the end of art is limited by assumption that art’s purview is only
in the realm of representation. It is on the subject of appearance that is relevant to this study.
Hegel states, “An appearance or show is essential to existence” (Hegel, Aesthetics 10).
22
Here we see that Rancière is not taking into consideration the aesthetics of place. It is hard to
overlay his ideas on place-as-medium due to this blind spot.
23
Examples include https://www.researchgate.net/figure/Copper-etching-of-the-big-stalagmiteof-the-Grotto-of-Antiparos-from-the-Dublin-edition_fig4_284698656;
https://iiif.wellcomecollection.org/image/V0025121/full/full/0/default.jpg
24
Bruno Latour has developed a series of performance lectures titled “INSIDE” in which he calls
for us to come “Down to Earth” by setting up the spatial experience of art where we see the earth
inside the Critical Zone. See: Inside. See “INSIDE: a lecture-performance by Bruno Latour
Directed by Frédérique Ait-Taouat. La Maison Françoise of New York University, 26 December
2018 as part of the Conference-Festival “French Natures.” NYU:
https://www.youtube.com/watch?v=yISs7KeiuMY. Accessed 29 November 2021.
25
As Malpas states in Heidegger’s Topology, “place should not be assumed to be identical with
the ‘where’ of a thing. Although this is one sense of place, it is not the only or the primary sense
– place also refers us to that open, cleared, gathered ‘region’ or ‘locale’ in which we find
ourselves along with other persons and things” (28).
26
The two men collaborated on the project, with Chillida making the collages, and Heidegger
writing the text “Die Kunst und der Raum” on stone. The book was printed at Erker-Press, St.
Gallen, Switzerland. The pages were presented at the exhibition, then a limited-edition book was
printed. A facsimile of the book can be found at: https://en.todocoleccion.net/second-hand17
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books/eduardo-chillida-martin-heidegger-die-kunst-und-der-raum-st-gallen-erker1969~x58546551. Accessed 01 July 2021.
27
Eduardo Chillida is one of the most celebrated Spanish sculptors of the twentieth century, most
notable for his monumental abstract public sculptures that draw on a deep connection to the
Basque region of Spain where he lived. One of his most famous works, for example, is Peine del
Viento (Wind Combs) (1977), a set of three dramatic open bronze sculptures jutting out of the
rocks on the coast near his hometown of San Sabastián, Spain.
28
A. Mitchell includes an anecdote of Heidegger and the art historian Heinrich Petzet discussing
photographs of Chillida’s sculptors where Petzet quotes Chillida’s observation that “it is not the
form with which I am concerned, but the relation of forms to one another – the relation that
arises among them” (Among the Sculptors 66).
29
One of the best sources for Heidegger’s late thinking on technology is found in the Bremen
Lectures of 1949, especially “The Ge-Stell” (Heidegger Reader 267-283).
30
In his essay “The Age of the World Picture,” written in 1938, Heidegger defines picture as “the
formation of presenting production. Within this formation, the human fights for the position in
which he can be that being that provides the measure for all beings and draws up the guidelines”
(Heidegger Reader 221).
31
William Lovett, in his commentary on “The Question Concerning Technology,” notes that the
“En” in front of “framing” in the English translation is intended to mirror Heidegger’s play with
the hyphen in the word Ge-Stell to suggest an active meaning and not an abstract concept. Lovett
writes: “The reader should be careful not to interpret the word as though it simply meant a
framework of some sort. […] Enframing is fundamentally a calling-forth. It is a ‘challenging
claim,’ a demanding summons, that ‘gathers’ so as to reveal. This claim enframes in that it
assembles and orders” (Lovett 19).
32
The Bremen Lectures collectively titled “Insight into That Which Is” are a series of six lectures
Heidegger delivered in 1949 on the subject of technology at the invitation of the Club of Bremen,
a business association during a break in teaching (Figel 27). The lectures are: “The Point of
Reference,” “The Thing,” “Positionality,” “The Danger,” and “The Turn.” (See Heidegger
Bremen).
33
Andrew Mitchell references Heidegger as saying that world is “constructed by stage-designers”
in reference to the current time as an “epoch of abandonment” in which “beings put on a
performance of objectivity as if all the world were a stage” (A. Mitchell, Among the Sculptors
28).
34
See especially chapter five, “Enactments of Alterity: Heidegger’s “Translation” of Spatiality”
(131-146).
35
An official description of Jaar’s project at Nasher Sculpture Center is found at:
https://www.nashersculpturecenter.org/art/exhibitions/exhibition/id/37?nasher-xchange-musiceverything-i-know-i-learned-the-day-my-son-was-born
36
Heidegger’s Contributions to Philosophy (Enowning) is a compilation of Heidegger’s notes of
performative thinking as “enowning,” sometimes translated as the Event, and sometimes as
appropriating.
37
See: https://www.e-flux.com/announcements/29172/alfredo-jaar-lecture/
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The idea “Could the documenta 13 be located in 1972?” was first proposed in a letter from
Carolyn Christov-Bakargiev to Raimundas Malasauskas, Subject: “To Rai / confidential”,
18/02/2010 5:35, sent before the artistic director’s trip to Kabul with a group of artists that
included Mario García Torres, included in Christov-Bakargiev’s catalog 2/3 of the exhibition,
The Logbook.. The letter states: “I am traveling soon to Kabul and am pursuing the idea of
sharing the knowledge between different times and places, and perhaps organizing a part of d13
there as well. Kabul is for me what Kassel might have been in 1944-45 and this hysterical
slippage of histories and geographies is meaningful to me. Could the documenta 13 be located in
1972? This comes from an idea of yours – how can we pursue it?” (24).
39
For an extended description of the four conditions, see The Logbook, “Letter to Eduardo
Viveiros de Castro, Subject: To Eduardo from Carolyn, dOCUMENTA (13), 17/05/2011 14:31”
(34-35). See also: “Letter from Christov-Bakargiev to Lawrence Weiner, Subject: Second email
of today / Re: WHERE TO PUT WHAT WHERE, 07/07/2011, 15:43” (54).
40
Chus Martínez, Head of Department and Member of the Core Agent Group of dOCUMENTA
(13), explains in her essay in dOCUMENTA (13)’s The Book of Books catalog 1/3, “How a
Tadpole Becomes a Frog ,”the “no concept concept”: “to state that an exhibition has no concept
is to name the conditions that are at the limit of the logic of equivalence between experience and
Logos, the ‘conservative’ relation between practice and discourse, that assumes stability among
the terms” (55).
41
Judith Barry’s entry in The Guidebook reads, in part: “For dOCUMENTA (13), Barry has
produced a miniature book that provides points of access into, through and around the objects
and artworks in the core section of the exhibition, the Brain” (44). Posters of the books that
could be assembled by visitors were going to be made available to visitors, however, the Lee
Miller estate sued Barry around copywrite issues for using the photograph image included in the
Brain, thereby scuttling the project. Barry settled the lawsuit and created a new poster that
replaced images of the work with watercolors from the artist’s own hand.
42
While most international art biennials are modeled on the Venice Biennale that was modeled
on the international exposition, documenta was at its root a renewal of national spirit through art.
The first documenta contained about 700 works of art, some new, but most in the modernist style
that had been deemed “degenerate” under the Nazi regime. The first iteration was organized by
artist, architect, and university professor Arnold Bode who was born in Kassel, Germany.
According to Universes in Universe, the leading biennials archive, Bode founded the exhibition
“as an opportunity to simultaneously organize an international exhibition of contemporary art in
the ruins of the Fridericianum.” (https://universes.art/en/documenta/history). This position is
reinforced by Carolyn Christov-Bakargiev in her introductory essay in The Book of Books, “The
dance was very frenetic, lively, rattling, clanging, rolling, contorted, and lasted for a long time”
(31).
43
In the “Appendix of “Critique of Aesthetic Judgment,” Kant writes: “The propaedeutic to all
beautiful art, regarded in the highest degree of its perfection, seems to lie, not in precepts, but in
the culture of the mental powers by means of those elements of knowledge called humaniora,
probably because humanity on the one side indicates the universal feeling of sympathy, and on
the other the faculty of being able to communicate universally our inmost [feelings]. For these
38
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properties taken together constitute the characteristic social spirit of humanity by which it is
distinguished from the limitations of animal life” (Critique of Judgment 183).
44
Hassan’s Note includes his essay plus two texts that illustrate his points, a court document
made by Adel Khaliq Mahgoab before the Sudanese military court in 1959 and a letter by Amé
Césairé, the Deputy Minister for Martinique to the General Secretary of the French Communist
Party (Hassan 575-587).
45
Examples of archives include many with significance to art history include György Lukás’s
“Notes on Geog Simmel’s Lessons, 1906/7, and on a ‘Sociology of Art,’ c. 1909” (Note 5); or
Dorio Gamboni’s “The Listening Eye: Taking Notes after Gauguin” (Note 19); Ida Applebroog’s
“Scripts”; Ada Lovelace “No055 Introduction to Joasia Krysa” (Note 42): Vyacheslav Akhunovs,
“Introduction to Leeza Ahmady” (Note 60); Dinh Q. Lê’s “Huynh Phuong Dong, Nguyen Thu,
Quang Tho, Le Lam, Vu Giang Huong, Duong Ahn, Truong Hieu” (Note 73); Issa Samb’s
“Koyo Kouoh”(Note 95). Some notes appear to be creative projects in and of themselves: Éric
Alliez “Diagram 3000 [Words]” (Note 90); Ayreen Anastas & Rene Gabri, “Ecce occupy:
Fragments from conversations between free persons and captive persons concerning the crisis of
everything everywhere, the need for great fictions without proper names, the premise of the
commons, the exploitation of our everyday communism…” (Note 89). In a final example,
“Anton Zeilinger” (Note 76) includes pages from physicist Anton Zeilinger’s research notebooks
that capture early theories that later were proved in experiments.
46
The following notes directly reference dOCUMENTA (13): Carolyn Christov-Bakargiev,
“Letter to a Friend” (Note 3); György Lukás’s “Notes on Geog Simmel’s Lessons, 1906/7, and
on a ‘Sociology of Art,’ c. 1909 ” (Note 5); Lawrence Weiner, “IF IN FACT THERE IS A
CONTEXT” (Note 8); Péter György, “The Two Kassels: Same Time, Another Space” Note 16);
Anne Marie Sauzeau, “Alighiero Boetti’s One Hotel” (Note 25); Mario García Torres, “A Few
Questions Regarding the Hesitance of Choosing between Bringing a Bottle of Wine or a Bouquet
of Flowers” (Note 26); Carolyn Christov-Bakargiev, “On the Destruction of Art – or Conflict
and Art, or Trauma and the Art of Healing” (Note 40); Dinh Q. Lê’s “Huynh Phuong Dong,
Nguyen Thu, Quang Tho, Le Lam, Vu Giang Huong, Duong Ahn, Truong Hieu” (Note 73);
“Anton Zeilinger” (Note 76), “ Francesco Matarrese” (Note 94); Bifo – Franco Berardi,
“transverse” (Note 94); and “Kabul – Bamiyan Seminars and Exhibition, Kabul: A Position of
dOCUMENTA (13) 7/6/2010 – 19/7/2012” (Note 101).
47
Christov-Bakargiev required all of the artists of dOCUMENTA (13) to take a trip to Breitenau
upon their arrival to Kassel. At least one artist, Robin Kahn, objected to the requirement: “I
firmly believe that it is my choice if I ever want to go to a concentration camp. I don’t need
someone telling me, ‘This is one of your requirements.’ I asked if there was some specific
message, a piece of writing that would explain this motive but there was none. So, I said that I
was going to get really upset and that I’d go if she really wanted to bring me there, but I didn’t
know what I would do” (Silas and Stathacos, MOMMY 2013).
48
The spatialization of time is an important aspect of Kentridge’s art practice. Kentridge’s
friendship with Galison is captured in the sketches in The Book of Books by the two men on ideas
about time as they relate to the two Kentridge projects, The Refusal of Time (2012) that appeared
at the Hauptbahnhof train station in Kassel and Shadow Procession (1999) that was screened
outdoors in Kabul (The Book of Books 352, 480). Another joint note in this vein is “No038:
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Eduard Glissant & Hans Ulrich Obrist] in which Glissant’s doodles pictographs of some of his
main ideas such as archipelic thought and creolization on frontispieces of his books. (274-377).
49
Einstein’s example, as told by Galison, is that “Every person in motion carries private time.
One flies out and back, returning to find his double, his twin, already dead for a thousand years”
(Galison 111).
50
The scope of Zeilinger’s research in entanglement follows Einstein’s. Einstein was uneasy
going in that direction because it challenged his theory of relativity. Einstein called entanglement
“spooky action at a distance” (Zeilinger 496).
51
Reproductions of the experiments that proved Zeilinger’s theories were exhibited at the
Fridericianum at dOCUMENTA (13) in a room filled with scientific apparatuses, computers, and
lasers. Zeilinger’s entry in The Guidebook reads in part: “The experiments are topped off by the
entanglement of photon pairs, where two entangled photons are sent to two different rooms, and
the instantaneous connection between the two measurements can be seen. This opens the door
for new forms of telecommunication and of secure encryption technology. Beyond their practical
application, such findings point to a renewal of the discussion of the definition of reality” (The
Guidebook 134).
52
Christov-Bakargiev’s definition of worldliness is “a worldly intra-action with materials,
objects, other animals and their perceptions […] that suggests a slower form of time – the time of
materials” (“The dance” 34).
53
For Barad, measurements are world-making in that “matter and meaning do not preexist, but
rather are co-constituted via measurement intra-actions” (646).
54
Taussig’s use of the phrase “interstices of notations” is derived from Roland Barthes’ work in
linguistics. Taussig recounts an anecdote that Barthes disliked writing in diaries, with the
exception that it “could provide pleasure due to the awakening of a memory not in what was
written but in ‘the interstices of notation.’” (Taussig “Fieldwork Notebooks” 60); See also,
(Barthes, “Deliberation” 491).
55
Nikola Doll introduces a selection of pages from Benjamin’s notebooks and slips of papers
from the Arcades Project in “Walter Benjamin Paris Arcades” (316-321). Doll quotes Willi
Bolle in describing the Arcades Project as a “history workshop” “physiognomic historicity,” and
the “spatialization of time” (316).
56
Christov-Bakargiev’s discussion of Arnheim also appears in section vii, “to focus,” of her
opening essay, “The dance” (38-43).
57
Arnheim’s note reads: “The weeping willow does not look sad because it looks like a sad
person. It is more adequate to say that since the shape, direction, and flexibility of willow
branches convey the expression of passive hanging, a comparison with the structurally similar
state of mind and body that we call sadness imposes itself secondarily […] not only for the
object in whose image it appears, but for the physical and mental world in general” (The Book of
Books 650, 651).
58
Along with Chus Martínez’ introductory essay, “How a Tadpole Becomes a Frog. Belated
Aesthetics, Politics, and Animated Matter: Toward a Theory of Artistic Research” (pp. 46-57),
notes on contemporary curatorial practice include: Carolyn Christov-Bakargiev, “Letter to a
Friend” (Note 3, pp. 77-79); Doug Ashford, Julie Ault, Group Material, “AIDS Timeline” (Note
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32, pp. 247-253); “Eduard Glissant & Hans Ulrich Obrist” (Note 38, pp. 274-277); Carolyn
Christov-Bakargiev, “On the Destruction of Art – or Conflict and Art, or Trauma and the Art of
Healing” (Note 40, pp. 282-295); Alanna Heiss, “Placing the Artist” (Note 74, pp. 490-492);
Chus Martínez, “Unexpress the Expressible” (Note 75, pp. 493-495); and Iwona Blazwick,
“Show and Tell” (Note 87, pp. 546—547).
59
Christov-Bakargiev’s discussion of Arnheim also appears in section vii, “to focus,” of her
opening essay, “The dance” 38-43).
60
Christov-Bakargiev invokes Maurice Merleau-Ponty’s description of what he calls “the flesh
of the world” as an embodied perception of the “pre-objective” world (see Maurice MerleauPonty, Phenomenology of Perception.) She includes an excerpt from that volume: “So long as we
considered space or the things perceived, it was not easy to rediscover the relationship between
the embodied subject and its world, because it is transformed by its own activity in the
intercourse between the epistemological subject and the object.
61
While the general lore of the One Hotel regularly noted that Boetti left the hotel in 1979, which
was repeated by García Torres in his retelling of the story in his artwork and lectures, in the
process of making dOCUMENTA (13), Boetti’s widow Annemarie Sauzeau corrected the record
to say that Boetti operated out of One Hotel only from 1971-1977 “when the political and
economic situation became paralyzed after the umpteenth change of government, with regimes
increasingly dependent on the Soviet Union.” Upon leaving Afghanistan, Boetti then started
using a different tapestry workshop in Pakistan (Sauzeau 194).
62
Artworks and exhibitions related to Boetti by Mario García Torres’s “The Boetti lesson (the
Search for the One Hotel)” project include: Mario García Torres, Tiro di grazia con taglio di
capelli alla Alighiero Boetti (Como) (Shot of Grace with Alighiero Boetti Hairstyle [Como]
(2004); Mario García Torres, Share-e-Nau Wanderings (A Film Treatment) (2006); Mario García
Torres, ¿Alguna vez has visto la nieve caer? (Have You Ever Seen the Snow?) (2010); Mario
García Torres, Tea (1391); Mario García Torres, The Unfolding of A, or an Uncompleted of B
(1972–2012); and Mario García Torres, “The Boetti Lesson” (2013). “Mario García Torres: ‘The
Boetti lesson (the Search for the One Hotel)’” is the name of an exhibition curated by Adrea
Viliani at the museo madre in Napoli, Italy from July 21 to October 14, 2013. García Torres:
https://www.madrenapoli.it/en/exhibition/mario-garcia-torres-the-boetti-lesson-searching-forone-hotel-kabul/.
63
Conversation with Mario García Torres, March 2015, in his studio in San Miguel Chapultepec,
Mexico City, Site Specific, 2015.
64
During the hurried military evacuation by American, Nato, and Allied forces after the fall of
Kabul to Taliban forces in August 2021, a coordinated attack of suicide bombings by ISIS-K
terrorists killed over 170 people including 13 U.S. service members at the gates of Kabul’s
Hamid Karkai International Airport. That the end of America’s twenty-year military engagement
in the country in 2021 includes women combat soldiers who died while aiding the humanitarian
evacuation only adds to the layering of meaning of the One Hotel project that starts with Boetti’s
forced exit from Kabul at the Soviet invasion of the late 1970’s; and García Torres’ investment in
Boetti’s story to critique the start of the American-led occupation.
https://www.cbsnews.com/news/us-service-members-killed-kabul-airport-attack-what-we-knowabout-the-victims/
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Christov-Bakargiev is invested in the arte povera artists of Boetti’s generation, such as Mario
Metz, Jannis Kounellis, and Michael Pistoletto. As an art historian, she has contributed an
important comprehensive study of the movement. She personally knew Boetti and his wife,
Annemarie Sauzeau. Christov-Bakargiev’s instinct and deep knowledge of Boetti and his
projects combined the wisdom and skill to allow the One Hotel to be the techne of
dOCUMENTA (13).
66
The stone-carving workshop, “What Dust will Rise?” was led by artist Michael Rakowitz at
the site of the Bamiyan Buddhas that once held some of the largest stone Buddhist statues in the
world, dating back to the 4th century. They were dynamited by the Taliban in 200. The storytelling workshop “Re-reading Shahnameh” was led by writer Khadim Ali, and it included both a
writing workshop and a miniature painting workshop in traditional style (The Book of Books 663).
67
The 2010 research trip to Afghanistan initiated many artworks that were exhibited in Kassel
during the documenta, including works by Francis Alÿs, Lara Favaretto, Tacita Dean, Michael
Rakowitz, Goshka Macuga and Christoph Menke. Connections were established with academic
and cultural institutions in Kabul including Kabul University, the Queen’s Palace, and the Center
for Contemporary Arts Afghanistan, involving international artists and philosophers and Afghan
intellectuals such Zainab Haidary, Abul Qasem Foushanji, and Mohsen Taasha (“The dance” 37).
68
The Seminars in Kabul are: “On documenta and Its History” (7/6/2010); “Art Histories in the
Form of Notes” (5/2 – 8/2/2012); “Art, Imagination, Experiment, Life,” and “The Art of Goshka
Macuga” (5/2/2012); “Interpreting Art: Keys and Positions” (6/2/2012); “The Introduction to
Western Styles of Art in Afghanistan from the Late Nineteenth to the Early Twentieth Century
and Their Impact” (7/2/2012); “When Is It Art? When It Makes the Heart Grow” (8/2/2012);
“Creating an Art Magazine: Testing the Grounds/Finding the Language” (11/2-18/2/2012);
“Perspective on the Art of Today (19/2/2012); “Seeing studies/translation as artistic practice”
(1/4-10/4/2012); “Archive Practicum” (11/4-14/4/2012); “Acts, Gestures, Things, and Processes:
Material and Performance” (15/4-21/4/2012); and “Photographic Information” (12/5-17/5/2012).
The Seminars in Bamiyan are: “What Dust with Rise?” (1/5-7/5/2012); and “Re-reading
Shahnameh” (12/6/-19/6/2012) (The Book of Books 664-666).
69
The stone-carving workshop, “What Dust will Rise?” was led by artist Michael Rakowitz at
the site of the Bamiyan Buddhas that once held some of the largest stone Buddhist statues in the
world, dating back to the 4th century. They were dynamited by the Taliban in 200. The storytelling workshop “Re-reading Shahnameh” was led by writer Khadim Ali, and it included both a
writing workshop and a miniature painting workshop in traditional style (The Book of Books 663).
70
The work, Dodici forme dal giugno ’67 [Twelve forms from June ‘67] (1969), exhibited in
Galleria Sperone, Turin on 3/25/1971, are twelve engravings on copper plates that show small
boxes of maps of war hotspots around the world in various positions on the page related to their
position on a world map (See Christov-Bakargiev, Arte Povera 41).
71
In August of 2021, the United States and other Nato allies withdrew its military presence in
Afghanistan, ending a twenty-year occupation of the country.
72
The exact location was found by someone working in the American embassy who had heard of
Boetti and had likewise been trying to solve the puzzle of the location of the One Hotel (García
Torres, lecture at Dia:Chelsea, 2012).
65
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Andrea Viliani, “Mario García Torres: The Boetti lesson (searching for one hotel, Kabul)
21.06-1http://www.madrenapoli.it/en/mario-garcia-torres-the-boetti-lesson-searching-for-onehotel-kabul/
74
The “free openness” and “ecstatic time” are taken from Martin Heidegger’s 1964 essay, “The
End of Philosophy and the Task of Thinking”: “Accordingly, we may suggest that the day will
come when we will not shun the question whether the clearing, free openness, may not be that
within which alone pure space and ecstatic time and everything present and absent in them have
the place that gathers and protects everything” (Basic Writings 442-443).
75
The entry “Episteme and Techne” in the Stanford Encyclopedia of Philosophy, details the
early interchangeability of Epistêmê (knowledge) and technê (craft), especially in Xenophon,
Plato, and Aristotle (Parry).
76
Plato and Aristotle base their theories on art on the work of their predecessors, such as
Parmenides, Heraclitus, and others. Heidegger famously followed the nineteenth century poet,
Friedrich Hölderlin’s recovery of Parmenides’ thought. In his text Parmenides. Heidegger traces
the ways in which the spatiality of time is historic. In Part Two, he describes the fourth directive
as “the open as the primordial essence of unconcealedness” where he references Hölderlin in a
discussion of time in relation to the modern period, with the “identification” of openness and
freedom (See Heidegger, Parmenides 131-139).
77
Sami Khatib writes, “If there is a non-reciprocal relation of a political-ethical indebtedness of
past and present generations – an irrefusable claim –, only the present generation has the key to
redeem this relation. However, the present can also ignore this claim and forever miss a chance
to redeem its relation to the past. Therefore, from the perspective of the past, this relatedness to
redemption is weak; there is no guarantee that the present will recognize its intendedness by the
past” (Khatib 9).
78
Francis Alÿs’ film, REEL/UNREEL, 2011, was commissioned for dOCUMENTA (13) and was
exhibited in both Kassel and Kabul in the summer of 2012. In an interview with Man Ray Hsu,
curator Carolyn Christov-Bakargiev remarked that while only four or five thousand people saw
the film in Kassel, over 35,000 people saw it in Kabul, adding that in Kabul, “it changes the
landscape forever.” Source:
http://d13.documenta.de/#/research/research/view/interview-carolyn-christov-bakargiev-andmanray-hsu
79
The link to a 20-minute video tutorial on how to fold Judith Barry’s origami guidebook, For
when all that was read… so as not to be unknown” (2012) is: https://vimeo.com/44122954.
80
Interview with the author, April 14, 2014.
81
W. J. T. Mitchell marks the significance of when the word ‘occupy’ became Occupy in a oneminute “Video Glossary – W. J. T. Mitchell on Occupy” as part of the dOCUMENTA (13) oneminute video series by selected artists and philosophers. In the video glossary, he explains: “The
word ‘occupy’ underwent a revolution in the year 2011 when it transformed from a verb to a
proper noun.” Occupy emerged in 2011 as worldwide phenomenon of political protest when
protesters filled public squares to stand up against economic and social inequality in cities
around the world, first in Madrid, Spain, then across the Arab world, then to Madison, Wisconsin
and Wall Street and beyond. See W. J. T. Mitchell, “Occupy,” dOCUMENTA (13) Video
73
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Glossary, found at: https://www.youtube.com/watch?v=Np7G3jvedZ8 Accessed October 22,
2021.
82
The people of the Western Sahara have been under subjugation by the Moroccan government
since 1975 after it took control of the territory just as the Saharan people had finally won
independence from the colonizing power of Spain. The conflict has given rise to the longest
militarized border in the world between the two territories (2790 kilometers (1700 miles) with
over one million land mines. See: https://capiremov.org/en/interview/until-our-territories-arefree/ (Accessed October 24, 2021). In the artwork’s entry in The Guidebook, the women from
Western Sahara are described as “prisoners in their own territory, which was annexed by
Morocco after Spain left its Sahara colony in 1976.” (The Guidebook 268).
83
The “play of places” derives from Christov-Bakargiev’s curatorial design instigated by the One
Hotel that interlaces the guest/host exchange of roles from Boetti to García Torres with the
changing conditions of stage/siege/hope/retreat among the cities of Kassel, Kabul, Banff, and
Cairo. See chapter 3, section 3.4.
84
Robin Kahn describes the psychological separation the wall continues to create, even as the
men return to the camps periodically to see their families on trips home from the front: “So it
happened that the men stayed on the front to fight in the beginning. Well, there has been a ceasefire since 1991 and since then everyone has been waiting for the UN to broker what’s going to
happen. Which is great, but if the UN doesn’t do anything then Morocco will stay in there. So,
the men keep training for the military but when they return to the camps, they are really bored,
and they let the women do all the work.” (Silas and Stathacos, MOMMY).
85
https://creativetimereports.org/2012/12/07/western-sahara-africas-last-colony/
86
The cookbook is available online:
https://issuu.com/sosintl/docs/dining_in_refugee_camps_sahrawi_cookbook\
87
ARTifariti is a biennial art event sponsored by International Art and Human Rights Meeting in
Western Sahara that “wants to promote intercultural relations, fomenting the interchange of
experiences and skills between local artists and international artists from other parts of the world;
to contribute to the international diffusion of the Sahrawi reality, causing a reflection from the
world of Art and the Culture through direct knowledge, and promote the development of these
people through their cultural patrimony.” http://www.artifariti.org/en/about-artifariti . Accessed
13 October 2021.
88
‘Shower’ does not refer to a traditional shower, but an invitation to a guest to retreat to a
washroom to freshen up upon entering the jaima (Silas and Stathacos, MOMMY).
89
https://www.huffpost.com/entry/from-dining-in-refugee-ca_b_2520573 Accessed 13 October
2021.
90
One critic, Emma Zghal, wrote on Kahn’s Facebook page: “I have reservations on the natives
displayed to visitors in their ‘exotic’ tent and clothing as an expression of solidarity! It strikes me
as the current incarnation of the 19th century Orientalism. So instead projecting all sorts of
sexual fantasies, Westerner’s relish in their pity and guilt as a way to relate to the other. In my
experience as a ‘native’ among the well to do art types, this way of seeing the other is a far cry
from respect. In many instances such imagery only comforts a harmful sense of superiority.”
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http://www.mommybysilasandstathacos.com/2013/01/14/a-conversation-with-robin-kahn/
Accessed 13 October 2021.
91
There are countless examples of artists who create works in the category of post-colonial
critique who set up the space of art in a way that polemize hegemonic domination of
representations. An example is the work of Nigerian artist Yinka Shonibare (born in 1962) who
adorns mannequins with colonial-era costumes made from Dutch-manufactured African fabrics
to reveal the interconnected legacies of the colonial past. See: http://yinkashonibare.com/home/
Accessed 24 October 2021.
92
Although the language “thingliness of a thing” can be traced to Heidegger’s Being and Time in
which Heidegger attempts to explain the value of things as they enter a world beyond mere
objective presence. “Specific qualities as beautiful, not beautiful, fitting, unfitting, usable,
unusable, then find footing in these qualities which are themselves further reducible. Those
specific qualities must be understood in a primary orientation to thingliness as non-quantifiable
value predicates through which the thing, initially merely material, gets stamped as something
good” (Being and Time 91), Mitchell relies on Heidegger’s late thinking in his 1949 lecture
series, “Insight into that Which Is,” especially the first lecture, “The Thing.” (See A. Mitchel’s
Introduction, Fourfold 3-23).
93
The participants from the Women’s Union who came to Kassel were required to speak either
Spanish, French, or English in addition to their native tongue in order to communicate with
visitors. (Because the Western Sahara was formerly a Spanish colony, the most common second
language was Spanish.) Kahn and others helped serve as translators during dOCUMENTA (13).
94
The earliest theorist to analyze this radical form art practice is Nicolas Bourriaud. He noticed
that artists like Rirkrit Tiravanija were making art that looked suspiciously like everyday events.
Tiravanija made curry and invited his friends over to his house to experience the meal as art. In
his book Relational Aesthetics, Bourriaud defines relational art as “an art taking as its theoretical
horizon the realm of human interactions and its social context, rather than the assertion of an
independent and private symbolic space” (Bourriaud 14). Relational art is now an established
category of contemporary practice, and Tiravanija has continued to serve meals as artworks,
most notably being invited to install a “curry eating place” within the gallery space of the
Museum of Modern Art in New York in 2012. Although there are obvious connections to
relational aesthetics – Tiravanija curry and the Sahrawi couscous – the dOCUMENTA (13)
project is essentially different because its medium is not social relations or networking: it is
“place” itself.
95
The responsibility of subjectivity as it relates to “the other” is discussed in famous eulogy of
Immanuel Levinas by his student Jacques Derrida. See Jacques Derrida, Adieu to Levinas 2).
96
This is the quote from thirteenth century zen master Eihei Dogen used as the frontispiece of
this dissertation.
97
In her text “The necessity for questioning structure,” Tijana Miskovic chronicles the timeline
of events of the dOCCUPY encampment at dOCUMENTA (13), noting that the first tent spraypainted with the words “The Emergency will Replace the Contemporary” was erected at the time
of the opening press conference on June 6, 2012, by artist Thierry Geoffroy/COLONEL whose
artistic practice had already been using the form of a camping tent covered in spray paint. The
first tent was placed under the tree in front of the Friedericianum from Joseph Beuys’ 7000 Oaks
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– City Forestation Instead of City Administration project from documenta 7 in 1984. Geoffroy’s
tent was taken down the next day, but immediately a few tents appeared in rows on the grass
nearby. (Miskovic 18).
98
Thierry Geoffrey disrupted the initial press conference by doing a video in a naïve blue Helmet.
See http://www.emergencyrooms.org/documenta_kassel.html, Accessed 01 October 2021.
99
See http://www.emergencyrooms.org/documenta_kassel.html. Accessed 01 October 2021.
100
Miskovic recounts: “Eight days before the end of dOCUMENTA, a voting took place in the
camp to decide if dOCCUPY should close down or not. The voting was democratic, but since
there were so many infiltrators advocating for dOCUMENTA’s wish to end the project and clean
the exhibition areas before the art collectors with buying power came to Kassel (in keeping with
tradition, the last weekend of the 100 days long show) the result of the voting was to remove the
camp. Furthermore, the removal of the camp was turned into a performance in which the camp
members were playing their own death. A reenactment including role play took place Saturday
8th of September at 3pm. A part of the protesters from the Occupy movement was playing the
role of police and fakely [sic] brutalized the campers while obliging them to pack and remove
their tents. In this way, one more time, dOCUMENTA managed to turn a serious activist
movement into a harmless symbolic artwork conducted by dOCUMENTA authorities.”
https://www.slideshare.net/Ultracontemporary/the-necessity-for-questioning-the-structure-a-textby-tijana-miskovic Accessed 24 October 2021.
101
Taussig remarks, “It is said that there are rapes and stealing, and there certainly is stealing.
Craig got all his stuff swiped after he left for half an hour to wash up in the bathroom of Trinity
Church” (Mitchel et. al, 12)
102
The footage from the Basiony’s hand-held camera leading up to his death later was exhibited
alongside his conceptual art at the Egyptian pavilion at the Venice Biennale in 2011. A modified
version of Ahmed Basiony’s Egyptian Pavilion presentation was presented in a small video
monitor placed on a chair in Christov-Bakargiev’s Brain at dOCUMENTA (13) in 2012.
103
See, Ehrenberg, J. What can we learn from Occupy’s Failure,” Palgrave Common 3, 17062
(2017). https://doi.org/10.1057/palcomms.2017.62
104
The collection is: W. J. T. Mitchell, Bernard E. Harcourt, and Michael Taussig, OCCUPY:
Three Inquiries in Disobedience. U Chicago P, 2013.
105
In an audio interview for Marketplace, Kai Ryssdal interviews David Meyer. Meyer notes:
Occupy didn’t get what most activists who are engaged in it wanted, but that didn’t mean it
didn’t matter. So, the business of social change is tough. You never get all you go for, and you
usually don’t get credit for what you do get. So, when we look back at Occupy 10 years later, it
makes sense to take stock, not of all the things that didn’t happen — an egalitarian, just society,
where everybody has health care and there’s no political and economic inequality — count that a
loss, but that doesn’t mean that Occupy didn’t make a big difference in the political debate.
Because it did.” (David Meyer and Kai Ryssdal interview, Marketplace, September 14, 2021.
https://www.marketplace.org/2021/09/14/10-years-later-was-the-occupy-wall-street-movementeffective/ Accessed October 1, 2021. See also, Molly Crabapple, “Ten Years After Occupy,
Molly Crabapple, interviewed by Matt Seaton, The New York Review, September 18, 2021.
https://www.nybooks.com/daily/2021/09/18/ten-years-after-occupy/ Accessed 01 October 2021.
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Theorists like Taussig, Harcourt, and Mitchell who embedded themselves in the Occupy
movement to understand it on the level of political philosophy often missed the real knowledge
of the event told in the stories of the activists who participated on their own terms. In the Boston
Occupy movement, to offer an example of how artistic interventions had more lasting impact
than protest alone, an artist project “Tiny Tents” dispersed hundreds of small tents across the city
long after the eviction of the camp in Dewey Square.106 The experience of activists and the
impact the experience holds years, even decades later, is impossible to quantify.
107
Mitchell’s keynote lecture at dOCUMENTA (13), “Foundational Sites and Occupies Spaces”
examines the establishment of foundational sites in a variety of traditions: for native Americans
requiring a “totemic keeping place,” for in Israel-Palestine, a “keeping place to preserve” the
three monotheistic religions of Judaism, Christianity, and Islam, and for now problematizes
foundational sites of Plymouth Rock, Independence Hall, the monuments in Washington, D.C.
and Mount Rushmore; and to Australian Aboriginal peoples, the conveyance of the world at the
site of Uluru rock. In all the examples, Mitchell notes that sites hold both memory and amnesia,
the rosy picture of ties that bind mixed with a blind spot of that which was displaced. See W. J. T.
Mitchell, “Foundational Sites and Occupied Spaces,” lecture in Kassel, Germany, June 10, 2012.
108
See Peterson, M.A., Gibson, B.S. “Object recognition contributions to figure-ground
organization: Operations on outlines and subjective contours.” Perception & Psychophysics Vol.
56, 551–564 (1994). https://doi.org/10.3758/BF03206951 Accessed 23 October 2021.
109
Arendt attributes the loss of the public realm in the modern age to “the almost complete loss
of authentic concern with immortality” of earlier times, as well as the “loss of the metaphysical
concern with eternity” that she says was the purview of the philosophers since Plato. (See 21, 55).
110
Arendt describes Aristotle’s discussions of benefactor and recipient as they relate to the terms
poiesis and praxis: “The benefactor, according to Aristotle, loves his ‘work,’ the life of the
recipient which he as ‘made,’ as the poet loves his poems, and he reminds his readers that the
poet’s love for his work is hardly less passionate than a mother’s love for her children” (196).
111
An earlier version of this section was published in: Kate Farrington, “The Failure of
Aesthetics “The Failure of Aesthetics in the Occupy Movement, seen through the lens of the 7th
Berlin Biennale,” Artcore Journal, Vol. 1, Issue 2, January 23, 2013.
https://artcorejournal.net/2013/01/23/the-failure-of-aesthetics-in-the-occupy-movement-seenthrough-the-lens-of-the-7th-berlin-biennale-by-kate-farrington/, Accessed 08 October 2021.
112
See Olga Kopenkina, “Administered Occupy: Art and Politics at the 7th Berlin Biennale,” Art
Journal Open, April 18, 2013. http://artjournal.collegeart.org/?p=3457 Accessed 23 October
2021.
113
In contrast to the 2005 curator, Maurizio Cattelan, who visited 800 studios, the curators of this
biennial scoured the media and used their networks to find leaders around the world engaged in
“social-art-activism.” They put out an open call and received around 7,000 submissions that
become part of a permanent archive of ArtWiki and Open Call
(https://artmuseum.pl/en/archiwum/archiwum-7-berlin-biennale/1967/112558). The submissions
came from established and emerging artists, but also from activists with little or no experience in
the art world. The curators were no doubt compelled to respond to Occupy, but with few of the
artworks directly speaking to the worldwide financial crisis, the encampment itself became the
106
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biennial’s defining motif. More risks were taken with that radical transformation of the existing
biennial format.
114
Artur Żmijewski, “Applied Social Arts,” published in "Krytyka Polityczna" no 11-12/2007,
from
Krytykapolityczna website:
http://www.krytykapolityczna.pl/English/Applied-Social-Arts/menu-id113.html. Accessed 23 October 2021.
115
http://bb7.berlinbiennale.de/en/comments/forget-fear-a-foreword-by-artur-zmijewski19528.html. Accessed 22 October 2021.
116
See Berlin Biennale, The Biennial Foundation Website:
https://www.biennialfoundation.org/biennials/berlinbiennale/?gclid=CjwKCAjwn8SLBhAyEiwAHNTJbXmDiKFRheoI4YEzTN_owM3uOmrtqIjRsG_2BUuewkpFln9FnECrxoClc4QAvD_BwE
117
NRM’s “Pariem” video can be found at: http://www.youtube.com/watch?v=VjZmb3eMOeg.
118
Miroslaw Patecki’s project at the 7 Berlin Biennial replicates the 3 meters high head of his
352.5 meters tall sculpture Christ the King in Świebodzin, western Poland, completed on 6
November 2010. See: https://artmuseum.pl/en/archiwum/archiwum-7-berlinbiennale/1853/page/5?read=all. Accessed October 22, 2021.
119
An exhibition that is analogous is the 2011-2012 Maurizio Cattelan retrospective All at The
Guggenheim in New York. Cattelan’s oeuvre includes such iconoclastic works as La Nona Ora
(1999), an effigy of Pope John Paul II on the ground after being hit by a meteor. The artist chose
to suspend all of his work from the ceiling, making a giant mobile. That gesture effectively
neutralized each work in the same way that the staging of the Berlin Biennial over the occupy
encampment cancelled out the political efficacy of each piece in the face of universal activism.
120
See Julia Michalska, “Berlin Biennale branded a disaster,” from Frieze New York daily edition,
published online: 03 May 2012:
http://www.theartnewspaper.com/articles/Berlin+Biennale+branded+a+disaster/26447
121
In the end, the lasting meaning of the Occupy movement is found in the lasting relationships it
formed. Two young Boston artists, Ian Deleon and Kara Stokowski participated in the Boston
Occupy protest together and also got a chance to see the 7th Berlin Biennial in person. After
Deleon looked at the press, he said, “I am always surprised on how negative it was. [. . .] when
we came from it that day, we felt like it was probably the most exciting show we had ever seen
put on by an institution.” Stokowski added: “I think we both feel that as artists we have a
responsibility to be relevant and to be in touch with culture because we are creating culture.”
When asked if they thought the Berlin Biennial delivered the promise to make a real impact on
society, Deleon felt it could go much further: “If it is going to be really radical enough, you
almost have to take the artwork out of the institution completely” (Interview with Ian Deleon and
Kara Stokowski and the author, December 20, 2012.)
122
Żmijewski’s controversial works include the filming of naked adults playing tag in the dark
basement of a former concentration camp, convincing a holocaust survivor to re-tattoo the fading
number on his arm, recording a choir of deaf-mute teenagers singing Bach in church, and
reenacting the Stanford prison experiment to name a few.
th
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123

http://occupybb7.org/declaration

See Whitney Kimball, “Berlin Biennale May Adopt OWS’s Horizontal Power Structure
[UPDATE] Artfcity.com, June 18, 2012. http://artfcity.com/2012/06/18/the-berlin-biennaleadopts-owss-horizontal-power-structure/, Accessed 27 September 2021.
125
See chapter four, section 4.2.
126
For more information of Theaster Gates’ Dorchester Art and Housing Collaborative (DAHC),
see: https://www.theastergates.com/project-items/dorchester-art-and-housing-collaborative-dahc.
127
Along with exhibiting his artwork in solo shows across the world and receiving numerous
awards including a MacArthur Grant, Theaster Gates continues to purchase depressed buildings
in the South Side of Chicago to expand the scope of art and culture spaces in what is now called
the Dorchester Art and Housing Collaborative (DAHC). He is also a musician and creates music
and performances with a group of loosely associated musicians under the moniker of “The Black
Monks.” Many of the musicians, along with the core building crew of the Dorchester Projects
were brought to Kassel in the summer of 2012 to work, live and perform together. See:
https://www.theastergates.com/project-items/the-black-monks.
128
An extensive explication of the concepts of earth and world, the opposition of which he names
the “strife” are enfolded in Heidegger’s essay “The Origin of the Work of Art.” In the essay,
Heidegger describes the strife as a clearing in which the opposition of earth and world occur. It is
here where Heidegger locates the essence of truth itself as: “the primal strife in which that open
center is won within which beings stand and from which they set themselves back into
themselves” (Basic Writings 180).
129
One of the foundational critical texts on participatory social practice is Nato Thompson’s
Living as Form, which accompanied a major survey of social practice art from 1999 to 2010 in a
retrospective exhibition by the arts organization Creative Time New York City in 2010.
130
In her essay’s final section, “The End of Participation,” Claire Bishop wonders if there is such
a thing as genuine participation in participatory art and social practice. Bishop relies on the
theories of Rancière’s to make her case. Rancière’s essay, “The Uses of Democracy” (1992) is
brought up to show that art should not just enter the public space controlled by power. Rather, art
can make the public an “unpredictable subject” that "momentarily occupies street, factory,
museum, rather than a fixed space of allocated participation “whose counter-power is dependent
on the dominant order” (Bishop, 44). One of the pitfalls of participatory events that have a
political motivation, as Bishop points out, is that the conversation prompted by the artwork “can
be reduced to propaganda” (44).
131
According to Augusto Ponzio, Bakhtin first introduces the notion of “architectonics” where
“all values, meanings, and spatial-temporal relationships are characterized in terms of otherness:
‘I-for-myself, the other-for-me, and I-for-the-other’” in the early 1920 in the text “K filosofii
postupka”, (Bakhtin 1992, p. 54). See, “Augusto Ponzio, “Philosophy and Philosophy in Mikhail
Bakhtin, in Peter Lang, Philology, vol. 1/2015, pp. 121-150, p. 125.
132
Gates acquired different properties, some in residential streets and some commercial
properties on the 6900 Block in South Dorchester. Different buildings took on different functions;
for example, one became Art Util, a live-work space, while another incorporated a large archive
of music and videos and installed a kitchen for sharing food.
124

268

While beyond the scope of this project, Object Oriented Ontology proposed by Graham
Harman in his books Speculative Realism and Object Oriented Ontology: A New Theory of
Everything, and Bill Brown’s Thing Theory, for example, can be useful in explaining how
objects have agency as well as humans.
134
See Whitney Kimball, “How Do People Feel About the Gramsci Monument, one Year Later?,”
artfcity.com, Aug. 20, 2014, 14 comments).
135
For a recording of the conversations between John Preus and Simon Critchley, on April 19,
2014; and John Preus and W. J. T. Mitchell on May 27, 2014, both moderated by Bart Schultz in
The Beast in Hyde Park Art Center, see: https://johnpreus.com/conversations/.
136
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